ia ii : 
AR esa rn EUR LT Aa a ba 
ity ity} HHMI 
ie ee Ye bist eal hehe i; 
aH fyb \! whe ; 
Cydia gialy 
Sad iti j 


yy j 
Mii 1 ty 


tate | 


vl 


t ais 
: Tate ae ae el i Para Buite Heed. Wi it: ” Whe 
THR aaa ef betied) a} p } Fy : OM #] iene! Wagga { rae 
ra Pee WU EE um biped Vg] TU RHEL Hy ae ‘ {iy 
- TARY pe : ; w Alp ar 


‘ wy 
ee 


pe} 

ye ytyed Wi 
Ais tet Tah a Ve it 
dt betas} i 
tiled ny 


i yetiael 
ify 
etd) 


4 
4 gelali) 
ri} 


wai TRH HBA HAHAH WRN 
' d 4 ; ais, 1 Bei HV Ae etl Hi ; Vly 
4 4 : ) ‘: : viihyy ‘it DA 
POL ae Mageqevaye hia pA yet te ; vit ‘ { NOES A FS ee IGA Mb 
i ‘ iy i tl I ' Ke ay ye 1} i ; i tani Cah} site A ry nya 
Wiles yas | eid site liu bad Shy eas A eit Pf i 
! Gas, tif ! iH 4 ste ast at } hi 14, at Ft i i 


vy 
ity 
i 


{ 
\ 
1 


i 
i! 

’ init 
Matyi! 


i 
AN aM 
ar ee side 


#3 : 
Mid} 


4 1 
fara yh 


MVEA Deity 
ee ee 
Ned rt Peta rte Ps dads the, 
44 CRD Ee re ee eae i Petr ea Pear ar 
is E Ra fda 

delat 








UNIVERSITY 








oI Eder ie 


aun 
72s £4 Ay, 4 
Ot 














=~, 


\ 


aes 
hp 
‘ 


. 
< 


- 


GPig 
> wt 


mee 
A 4 


A! “A 


ty 4\ 


\\ y 
MK 


Wr f 


‘at yr 


AMES UL ee 
aM 
f (pee ay Wi 

in “ 

\} 


3; 











7 


row 


RB 


O 


(Cc 


) 


) 


From the Library of 
/ cgidve take 


Se 


Ne 


/ 
/ 


Q 








ANTONY WIERTZ 
1806-1865 


hie 
oN 
te Fe 











(Wiertz Museum, Brussels) Photo Hermans, Anvers 


JULIUS POTVIN 
Librarian at the Royal Academy of fine Arts 


BRUSSELS 


ANTONY WIERTZ 


ENGLISH EDITION 


THE EPOCH 
CONTEMPORARIES 


THE MAN 
HIS LIFE 


HIS WORK 
HIS TENDENCY 


STATEMENT OF PRIN- 
CIPAL PICTURES. 





BRUSSELS 
BY THE AUTHOR 
1913 








“ Satan ,, 
(Drawing from J. Evrard). 


AAS 


‘a 


$1 Ree 


Scie’ 
caper 


\ 


rs 
P) 
oP 


¥Iez® 


= 
» 








“ Fall of the Angels ,, 


Original croquis. 


If I dare undertake the difficult task of speaking 
about Antoine Wiertz, at a time when that artist 
is almost forgotten, it is because my father, intimate 
friend of Wiertz, was mixed up in the painter's 
life and that he knew his thoughts, and even the 
least aspirations, of the auther of the « Patrocle » 
who, against the end of his days, made my father 
universal heir, with the mission to try to establish, 
on certain foundations, a museum of his works. Cer- 
tain personal mementos will be, I think, useful to 
the history of Wiertz and may perhaps help to 
destroy the unjust legends which people have been 


~ 


‘willing to spread for the great damnation of this 
artist. 

Far from me the idea of essaying a literary 
historical work; I'll only bring certain facts in their 
true light, replace the things on the side of truth 
and destroy the slandering judgments of which my 
father so often spoke, pointing out the sources to 


me and refuting them, I believe, peremptorily. 


In his great admiration he was never lired 
of speaking of his friend. They are far, to-day, 
those pleasant chats, but I have kept their memory 
faithfully and so it was while calling them back 


that the idea occurred to me to write these notes. 


When my father was appointed conservator of 
the Wiertz Museum, after the death of the great 
Flemish novelist Henri Conscience, the garden had 
been carefully kept, the roads scrupulously straight ; 
in the flowerbeds not a single weed. 
Under the big trees, the author of the Lioil 


des Flandres, had cultivated, with love, beautiful 
tulips. People even said that he did not hesitate 


to have the finest branches of the beautiful acacias, 
planted by Wiertz, amputated, lest their shadow 
would fall on his beloved flowers. My father’s 


ideas were quite opposite. The acacias, the beeches, 
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the elms might grow as they liked best; and soon, 
the ivy, which Wiertz had planted everywhere, 
made this beautiful garden its empire. The trees 
were conquered by it; it made its way up till their 
tops and formed a thick carpet at their feet, making 
a most striking effect. In the midst of this foolish 
and luxurious growth which I called the « Virgin 
Wood », rose the house, the museum surrounded 
by its columns, for Waiertz had wanted to give 
to his property, from the garden, the aspect of 
the ruins, of a Greeck temple to hide the immense 
wall of his studio, which had in self nothing pic- 


turesque. 


The master had had the intention to place 
against the wall of the Museum between the volumns, 
large pictures, painted dead coloured : !Orgueil, which 
figures in the Wiertz Museum, was a_ beginning, 
but the idea had to be given up, our clime is not fit 
for such things. The columns, at our arrival at 
the Museum had lost their Doric capitals existing 
in the time of Wiertz; they were as well covered 
with ivy, and so seemed to be one with the « Virgin 
wood ». The house, the big walls of the Museum 
‘were literally filled witch ivy too on which the 


Virginian creeper grew, so well that in autumn 


the warm colours of the Virginian creeper spreading 
over the dull green of the ivy, formed a whole so 


sich in colour that ils rival was not to be found. 


How many times, did not I linger with my 
father, til after sunset, in this impressive park, 
dominated by the semblance of old ruins, which 
hid the immense. building holding the pictorial work 
of a thinker. Then, in a low voice my father 
awoke for me the memory of the dear friend, of 
the artist who had gone; knowing my young enthu- 
siasm of dauber which made me like quite other 
paintings; this was another reason to make ine know 
the «man» and above all the « will» which had been 
Antoine Wiertz. He spoke to me of his manner 
of working, showing me his spirit always awake, 
even after hard days consecrated entirely to art, 
days during which Wiertz, handling the heavy ladders 
standing in front of his huge paintings, did not 
only work with his brains, but also with hid 


body. ‘ 


I also keep intact the memories of the « soirées > 
at Wiertz’s; the suppers, plain, even sober, but 
abounding in conversation, in dissertations about art. 
One night, Wiertz put the question: «Is criticism 


possible in painting? » A discussion arose and 


Wiertz, to put a stop to it, made this conclusion: 
There are two sorts of discussions: «the discussion 
with a possible end and the discussion with an 
impossible end ». The devil, he added, has found 
means to divide everything in the world. This means, 
here they are: He has placed on all our noses 
invisible eyeglasses; on some red ones, on others 
black ones, again on others yellow, yea all sorts of 
objects looks red, black, yellow, yea all sorts of 
-eolours. So are born in art, opinions, so widely dif- 
ferent, thence the indecisions, the groping about ; 
thence the everlasting confusion in the appreciation 


of the Beautiful. 
Wiertz concluded by this masterword: «I don't 


admit criticism without discussion >. 


Some days after, to refute my father, who 
had « permitted > himself, not to be absolutely of 
his opinion, he «moored» him, as they would say 
to-day, bringing with him quite a heup of news- 
papercuttings. Those cuttings showed how far the 
opinions of critiscisms of art on one and the same 
work often, not to say always, differ and even 
sometimes say just the reverse the one from the 


other. 


According to Wiertz. « Criticism can be nothing 


but the personal opinion of different personalities. 
Thus, no criticism without discussion. > 

And he finished, exclaming: «Criticise if you 
will, discuss if you dare! > 

Then came more intimate memories. During 
the beautiful summer evenings, dinner over, the large 
windows opened to the park, Wiertz and his inti- 
mate friends were silent, coming under the influence 
of the hour of the steaming tea and closed books. 

The moths, drawn by the pale light of a lamp, 
fluttered within the lighted circle. His faithful grey- 
hound, lying at his feet, Wiertz, his glance lost 
in the depths of his park, dreamed... 

Suddenly, he seizes a plate and _ blackens iff 
in the flame of the lamp; the moths, frigtened for 
a moment, hasten away: the greyhound, half asleep, 


awakes with a start...; all are silent, the master 


«composes». He traces, with his finger on the 
smooth surface of the blackened plate, parts of 
compositions which often help him afterwards. 


That man who had just furnished in one day 


the work of a giant, was working still! $ 
Even in the quiet of his private life, his spirit, 
always awake, without relaxation, still created, and 
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always, beautiful things! 


How many times besides, evening falling, in 
the Museum itself, I believed to see, at my father’s 
bidding, arise between us the ghost of the man, 
the creator of this enormous work! 

My father then spoke to me about the philo- 
sophy, the humanitarianism, which develops itself 
from the works of Wierts.- 

In the supreme shadow, the immense composi- 
tions seemed still to grow. 

The gods, the goddesses, the visions took phan- 
fastic proportions... or rather the rocks of the 
Révolte des Enfers, seemed to come down on us, 
while from the opposite corner, almost, already in 
deep shadow, the choir of angels resounded glori- 
fying Christ whilst, beautiful beyond all expres- 
sion, Satan fled... and my fathers deep voice, 
rising in the solemn silence of falling night, awoke 
in me a not to be shaken admiration for the man 
so good at the bottom, whose ultimate thoughts were 
the two cloths speaking undoubtedly of the general 
entente of opinions in an age of goodness, of uni- 
versal fraternity: « The parties judged by Christ >, 
_and « The parties according to Christ >. 





« The Orphans » (Unpublished sketch) 
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The influence of David in Belgium. — Navez and the 
Classicism. — The opposite School. — The Struggle. — 


Critics. — Gustave Wappers. — The new School. — 
Nicaise de Keyzer. — De Caisne. — De Biefve. — 
Mathieu, etc., etc. — Gallait. — Débuts of Antoine 
Wieritz. 


The reign of Greek and Romen classicism 
began in 1784; M. Salomon Reinach said, with the 
picture of David, Le Serment des Horaces, beautiful 
bas-relief, rudely coloured, which was crazily ad- 
mired. The Revolution and the Empire made of 
David what Brun had been under Louis XIV, the 
dictator of art. This « dictatorship» made itself © 
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not only feel in France; it was also felt abroad 
and chiefly in Belgium, because the master had 
lived and worked there for many a year. David had 
indeed come to settle at Brussels, banished by the 
Revolution in 1815, and his talent, his reputation, 
giving him a great authority, the form of art which 
he represented had to dominate fatally and even 
to make disappear what was left of our ancient 
national traditions, which were only represented by 
Guillaume Herreyns, director of the Academy of 
Fine-Arts at Antwerp. 

This artist, though supported by Van Bree and 
encouraged by the Dutch Government, did not succeed 
in hindering the influence of the school of David, 
who « with an intolerance quite Jacobinic », had 
erected in doctrine the imitation of antique statues 
and bas-reliefs, the disdain of subjects of « genre », 
the contempt of sensual or simply amiable painting. 
A talented Belgian artist, Francois Navez, had 
resolutely accepted this manner of seeing and made 
school. Since the «Salon» of 1830 however, there 
was a course of ideas quite opposite; a young school, 
almost revolutionary was seen to begin the struggle 


with classicism. The head of that movement, Gustave 
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Wappers, put forward a brilliant and patriotic pro- 
gram: the finding of traces of Rubens and of the 
forgotten traditions of the Flemish school. The 
struggle became soon serious but it did not last 
a long time; the end was the victory of the form 
of art represented by Wappers and his numerous 
Confréres, So, in 1830, the Belgian population ar- 
dently wished to shake off the Dutch yoke, the 
young artists, they, had the desire to pull down 
once for all the classic temple, founded on the 
ruins of their national art; the first skirmishes of that 
peaceful revolution preceeded the popular  effer- 
vescencies which had to give to Belgium its indepen- 
dance. 

The country being liberated and pacified, the 
artists continued the struggle, and it is in this state 
of mind that the Salon of 1833, the first Belgian 
Salon was opened. 

Navez, director of the Academy of Fine-Arts 
at Brussels, and his disciples, were, so to say, 
crushed at this exposition, first crusade of roman- 
tism against classicism. Navez was however an artist 
in the full meaning of the word, as well as a 


« savant >in matter of art. Inhis most important work, 
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his portraits are chiefly to be noted. This painter 
possessed indeed in a very high degree the sense 
of personality, a great ease to express the physio- 
gnomy and a certain stamp of the ancients, has 
said very justly M. A.-J. Wouters. The portraits 
painted by Navez, as those of David, possessed 
a great distinction; were they sober in colour, the 
design however was pure; that was character istic 
of these two masters. 

To understand how much the struggle was 
incited, one must read the criticisms of the epoch. 
The works of Navez, notwithstanding their great 
qualities, were not only discussed, but very often 
demolished. The critic of art of the Revue de 
Belgique, for instance, does not hesitate to write 
about the Salon de 1848: « We had very often to 
show ourselves very strict in regard to M. Navez. 
This time — as it is always disagreeable to have 
to repeat judgements little flattering — we had the 
intention to abstain from them — but we _ have 
been forced to change our resolution by seeing 
M. Navez expose one or two works which made a 
strange contrast with the picture which cant be 
named that we have attacked. The director of 
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the Academy of Brussels has just proved that 
he can still keep a pencil with honour; we invite 
all those who doubt of it to go and admire the 
Portrait de M. Van Meenen. It is a most fine 
portrait. The resemblance is perfect; the attitude 
is natural; the design is very pure; the colour at last 
is well chosen and true. This last praise will seem 
impossible to all those who know the deplorable 
colouring of M. Navez, and however nothing is more 
correct. We should add that this portrait is a real 
conversion, if the artist had not exposed too the 
Portrait de M™- la Comtesse de B..., Une jeune 
mére en priére soutenant un enfant endormi, La 
Joueuse dOrgue, Des jeunes filles ala fontaine 
donnant a boire a des voyageurs, Une sainte famille 
and L’Assomption de la Sainte Vierge. As well 
as our praise is sincere as to the Portrait de M. 
Van Meenen, as just is the blame which we cast 
on the works we just enumerated, on one and all. 
The Portrait du Président de la Cour de Cassation 
compels us more than ever to be harsh. If you dis- 
cover something good in the other paintings exposed 
by M. Navez, that good thing is hidden under 
twenty defects. The portrait de Mme la Comtesse 
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de B... is horrible; we have not the honour of 
her acquaintance, but we are convinced that she 
has not a pimpled face. Mme de B... has not only 
the disagreeable experience of being badly painted, 
she is besides very carelessly drawn. La jeune mére 
en priére is one of those works beneath criticism. 
Just fancy a dark blue paper with flowers on which 
is drawn more or less a woman's head of an indescri- 
bable colour. The child of which the mother seems 
to be in little anxiety looks to have been dead a 
very long time. And farther: L’Assomption de la 
Vierge is a large picture belongig to the churches 
of SS. Michel and Gudule. It is the chief work of 
M. Navez’s exposition, it took the place of honour 
in the Salon de Rubens. That picture is an incompre- 
hensible error; we regret to have to pronounce 
such a sentence, but impartiality compels us». Then 
follows the dissection of the picture ending with 
the following words: « But serious flaws in drawing 
and a colouring as little harmonious as_ possible, 
force us to condemn the work of the head of the 
Academy of Brussels >. 

L’Indépendance, on the contrary writes: « All 


that we can say about the composition, is that it 
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is well arranged, and, among the angels who sur- 
round the Virgin, several strike by the delicacy of 
colouring». Le Journal des Arts thinks that «in 
front of this composition, we feel our imagination 
freezing ». And Le Sancho, speaking like the Revue 
de Belgique of the master’s colouring, affirmed that 
« M. Navez has sent everything to grass up to the 
inhabitants of the celestial regions! » A critic thinks 
the design of M. Navez «serious»; an other, «a 
design which overthrows all the laws of anatomy! » 

As you see, the struggle was lively, without - 
respect of persons, even the director of the Academy 
of Brussels; for, as M. Alvin said, the power 
against which the standard of the revolution was 
lifted, is the influence ascribed to the school of 
David. Navez was one of the first to suffer; 
one of his best pictures (Athalie interrogeant Joas) 
had been, at the exposition of 1830, very close to the 
work of a youg painter of Antwerp (G. Wappers: 
Le dévouement de Van der Weerff). 

The latter had made on the public a deep 
impression; a legitimate impression in every respect, 
but which had the result to obscure at least for 
a time, all the works of the contemporaries. 


a 


Pay gem 


Two suns cannot be at the horizon at the same 


time... 


Thus shortly defined the struggle between the 


two schools. 


To-day, being able to judge more impartially, 
one must avow that Navez does not merit so much 
to be blamed. In the ardour of the struggle, the critics 
of the epoch often went beyond the goal to be 
attained; they lost sight of the contest being against 
a school, the classicism, and not against certain 


works: the works of Navez. 


These works were often blindly « demolished », 
one lost sight of its good qualities and only would 
see its defects. And however, some years before, 
one had praised pictures having the same tendency | 
The spirits were so excited that M. Alvin thought 
possible to write: « The voice that had gone up 
to point out some beauties in the works, conceived 
in the ideas opposite to the new school, would 
have been very badly received. The art question took 
the proportions of a political question, and one ran 
the risk of being taken for a bad patriot if one 


took it into one’s head to see any merit in picture 
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which affixed no pretence to revive Rubens and 
Van Dyck >. 

The head of what has been called « the young 
school », Gustave Wappers had passed through an 
epoch rich in changes, in politics as well as in 
art; indeed he arrived at Paris in 1826; Charles X 
had just succeeded Louis XVIII; the opposition 
rose and the grave errors committed by the go- 
vernment of the king ought to lead fatally to the 
revolutionary days of July 1830. Art supported the 
reverse of these events, it also changed orientation. 

Wappers lived at Paris, near Paul Delaroche 
and, above all, near Horace Vernet, who had produced 
certain works having the romantic stamp but whose 
real talent would show itself in the historical«genre> ; 
his great compositions: Assaut et prise de Constan- 
fine, the Combat ala Barriére de Clichy, and so 
many others, showing the new form of art of this 
artist and his great talents. So, as to the other 
companion of Gustave Wappers, Paul Delaroche, 
after having made his « début» by a Joas sauvé par 
Josabeth anda Descente de Croix, showed <himself>. 
painting anecdotal historical pictures. In 1827 he 


made a good stroke of business with La Mort 
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d' Elisabeth (Musée du Louvre). These two painters 
had just struck resolutely into a new way, they 
struggled with zeal against the influence of the 
school of David and his pupil Ingrés who, after 
all, only made coloriage en grand (colouring on a 
large scale). Delacroix had even added «that they 
applied the colour like small letters on a well baked 
cake», and Horace Vernet had one day exclamed, 
speaking of Ingrés: «And then to say that during 
twenty years he troubles us with such blue colours! >. 
It is in this atmosphere of struggle that the young 
Belgian painter made his Dévouement de Pierre 
Van der Weerff, of which we have seen, not only 
the success, but also the influence on painting in 
Belgium. 

Four years later, always in the same form of 
art which had already made school in Belgium, 
Wappers exposes: L’Episode des Quatre Journées 
de 1830, a picture, which as M. C. Lemonnier 
writes, «crowns the success of the young school and 
became a triumph for Wappers. People had called 
him the regenerator of art; the patriotic exultation 
made increase the enthousiasm which they felt for 


the artist, he became the competitor of the greatest 
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masters ». Who does not know that great composition, 
now in the Museum at Brussels, which was exposed 
in all the large towns, not only of Belgium, but of 
Europe ? 

This work was undoubtedly the result of the 
revolutionnary days; it immortalised and could not 
fail to bring, by its form of art and its subject, a 
great blow to the opposite school. 

_ The work of Wappers is important; we cite: 
L’ Adieu de Charles I a ses enfants, La Tentation 
de Saint-Antoine, Pierre-le-Grand parmi les char- 
pentiers de Saandam, Le Supplice d Anne Boleyn. 

Louis-Philippe ordered him a large picture: La 
Défense de I'Ile de Rhodes par les Chevaliers de 
Saint-Jean de Jérusalem. This work made him knight 
of the « Légion d’honneur» and the king of Belgium 
bestowed upon him the title of baron; already a 
long time he had been called «the painter of the 
King ». He was director of the Academy of Fine Arts 
at Antwerp. At the «Salon» of 1836, Wappers 
exposed Les Adieux de Charles Ie, which is now 
to be found at the Museum at Brussels. The success 
was less great, the work was clearly less strong, 


and, moreover, Nicaise de Keyser exposed his 
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Bataille des Eperons d'Or, which won him all the 
success of the «Salon». Wappers had a rival! 

La Bataille des Eperons d'Or, says M. C. 
Lemonnier, divided the admiration until than con- 
centrated in Gustave Wappers; the new star made 
grow pale the planet which filled the horizon. 
However only the form had changed; elegancy was to 
be found even in the carnages; the pacification 
which had been wrought in the spirits, after the 
national effervescences, ended into this sobered 
manhood. 

De Keyser had made his « début» in 1830 with 
La Charité Romaine; then, two years afterwards, he 
produced Le Roi Léopold Ie visitant l'hépital des 
blessés francais a Anvers; nothing made then expect 
that this artist would become one day a painter 
ot battles. 

His principal works are indeed: La Bataille 
des Eperons d'Or (1836). La Bataille de W oeringen, 
which is to be found in the Museum of Brussels 
(1839); in 1834 he finished La Bataille de Nieuport, 
ordered by King William II] of Holland. Of this 
picture has been told, that the king, having come 


to have a look at the work in the artist’s studio, 
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fastened to the frame of the picture the cross of the 
Lion néerlandais, saying to the author: «1 like to 
decorate on the battlefield! > At last, in 1849, 
he produces la Bataille de Seneffe. De Keyser 
has executed also numerous portraits and even sub- 
jects de genre. He was up to date, as well as 
Wappers and other artists who painted the same 
genre, a Henri de Caisne, a de Biefve, a Mathieu, 
a Gallait. 

More and more the great historical painting 
filled the Salons; works being added to works; 
at the Salon of 1836, Edouard de Biefve exposed 
le Comte Ugolin dans la Tour de Pise, which was 
far from preparing the public to applaud this painter 
when he came forward with Le Compromis des 
Nobles. Henri de Caisne exposed Agar dans le 
Désert and still Van Rooy, Ch. Wauters de Malines, 
Paelinck, Mathieu with his picture Marie de Bour- 
gogne tombant de cheval, and Fernand de Brackeleer 
with La Défense de Tournai. 

These historical painters prepared in some way 
the approaching, defenite and grandiose appearance 
of Louis Gallet, who made his « début» in 1832. 

Gallet, after Wappers, became in reality quickly 
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‘ the head of the Belgian School of Historical pain- 
ters; at his «début», he had exposed his pic- 
ture Le Denier de César, at Gand, and had obtained 
le grand prix. Since 1833, he achieved a great 
success with Le Christ guérissant un aveugle. From 
this moment the production of Louis Gallait became 
fruitful; he orientates his art in the direction of 
historical subejts, and he chiefly takes them from 
thy history of his country. Look at his pictures 
Jeanne la Folle, Les Tétes coupées (the counts 
of Egmont and Horn), Les derniers moments du 
comte d Egmont, Le Conseil des Troubles, etc., 
etc.. and above all his Abdication de Charles- 
Quint (1841). This picture had a resounding success 
at Paris, «it gave in the square «Salon du Louvre » 
just a glimpse of royal splendour, almost as grand 
as nature >. 

This feeling grew almost into frenzy, when 
Gallait exposed his work at Brussels. The town 
of Gand offered a medal to the artist, the poets 
sang the glory of the master; his native town, 
Tournai, three years later, illuminated the  bell- 
tower in his honour. Critiscism was most flatte- 


ring: « The picture of M. Gallait was perhaps 
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the only one in which the eyes of criticism had 
not found one single flaw. It is far above all praise. 
That picture is a monument of national glory >. 
Gallait’s reputation became by this picture world- 
famous. That work will remain one of the most impor- 
tant, if not to say, the most important of this epoch, 
which was however rich in artists and in works. 
The dominating form of art of the Belgian 
School of 1830 to 1848, was then, we have just 
seen, historical painting, having as a foundation as 
a tendency the tradition of the Flemish School of 
Pierre-Paul Rubens. From Wappers to Gallait, art 
had not deviated, it had remained what they would 
have it: Flemish. Beside those incontested masters 
of the great historical painting, existed a glorious 
school of landscape-painters and « intimistes », of 
whom the principal were: Eug. de Block, Dyckmans, 
Dillens, Ed. Delvaux, de Jonghe, Eug. Verboekho- 
ven, and last not least Fourmois; later on, Fl. Wil- 
lems, Madou, Lauters, Kindermans, Quinaux, Robie, 
etc., etc., It was meanwhile that a Wappers, a de 
Caisne, a de Biefve, a Gallait, historical painters, 
only mentioning the principal ones, produced these 


important works: L’ Episode des Quatre Journées, 


pas. feed 


La Bataille des Eperons d'Or, La Bataille de 
W oeringen, Le Compromis des Nobles, L’Abdi- 
cation: de Charles-Quint, etc., etc., that the young 
Antoine Wiertz made his « début » with his immense 
picture, sent from Rome: Les Grecs et les Troyens 
se disputant le corps de Patrocle. As to the subject, 
it was a return to the Greeks and Romans, but it 
was absolutely no return to David's and Navez’s 
form of art; on the contrary, the work was essentialy 
Flemish in colouring and design. The public, 
which had been put to a hard test, making it to 
assist in the struggle against the schools of Navez 
and Wappers, the public, which just had taken side, 
was dislocated before this daring and new art, 
daring not attach itself again to any of the schools 
represented in Belgium at that époch; they were 
discussing, blaming, praising. 

An «élite» took however the part of the 
young artist who seemed to have found a new way, 
referring to Rubens. His « début > was on the whole 
brilliant and Camille Lemonnier has been able to 
say correctly in 1887, speaking on 1839, that « Antoine 
Whiertz joined himself with lustre to the group of 


painters on whom the attention was concentrated; 
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his apparition caused quite a crush. In his head 
rolled Pélion on Ossa; a creation prepared itself 
in him, still confused, with great outlines, and with 
regard to Wappers, swollen and weak; of de Keyser, 
effeminate and sentimental; of Gallait, manly and 


sober, he announces a kind of pantheistic exultation >. 
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WA « A young Wiertz » 
SRA Sketch from J. Evrard, after 
Ay original drawing. 


The parents. — Childhood. — Talent for design and sculp- 
ture. — M. de Maibe. — Letters of his father. — Antwerp. — 
Studies. — First voyage to Paris. — Return for the Rome 
competition. — He won. 


In 1799, a young man of seventeen years enlisted 
in the armies of the French Republic, as a substi- 
tute for one Varnier. He was incorporated in the 
llth regiment of the « chasseurs a cheval ». Two 
years later, after the battle of Marengo, Varnier's 
substitute got «absolute leave of absence» and this 
young man of nineteen years was received in a 
succursal of the Invalids, established at Louvain. 

However our man was not of a nature to remain 
with arms folded; he could not bear the idle life 


lived at Louvain and, two years later, in 1803, 
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he took his « dismissal as invalid », declaring 
himself able of providing for his own living. 

This disinterested deed is not without nobility 
and places before us in a favourable light the per- 
former of it, who was, really, able of providing for 
his own living, because in 1804, the year when the 
Empire succeeded, in France, the Republic, the 
former « chasseur a cheval », who had then settled at 
Dinant as a tailor, was married in the month of 
November, to Catherine Disiére, « a day-labourer >. 

But work was far from abounding in this small 
town on the Meuse, and the young household was 
compelled to start for Cologne. 

Not being successful in this town as a tailor, 
the husband became watcher at the glass-works of 
Vonéche. 

However at Dinant, a son had been born, the 
22th of February 1806, who was entered at the 
registrar's office under the names of: Antoine-Joseph 
Wiertz, for Varnier’s substitute, the ex- <invalid», the 
far from happy tailor, was indeed the father of 
Antoine Wiertz. 

Though the father of the future great artist 


was illiterate, he had however the consciousness of 


Sigs Gee 


his duties as a father, and he swore to give to 
his son solid instruction. « He would, writes the 
» biographer of Wiertz, leave to his son an education 


» above his position and a character superior to the 


¥ 


events. One feels in him a man hardened by 


v 


the French Revolution. Preferring the school to 
the studio, he gave to the child books, a flute, and 


pencils as toys, wishing that he learned at the 


¥ 
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» same time music, drawing, grammar. > 

In 1813, Napoléon being conquered at Leipzig, 
the French Empire was usurped on all sides at a 
time: the revolution broke out at Amsterdam. 

In 1814, Holland was acknowledged to be inde- 
pendent and formed with Belgium a new State. 

To improve the position of his small family, the 
ex «invalid» entered, in 1814, into the force of 
the Dutch gendarmes, where he did service as a 
brigadier. 

His son Antoine, though rather young still, 
drew and carved without relaxation, meanwhile fol- 
lowing the courses of different schools, as his father 
was sent successively with his brigade to Naméche, 
to Namur, to Couvin, to Philippeville and to Ciney. 


The traces of Antoine Wiertz are to be found as 
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passing on to the school at Boussu-en-Fagne in 1816, 
and at Ciney in 1818. 

It are these proofs of drawing and carving which 
should give to the child, since 1819, a protector in 
the person of M. Paul de Maibe, member of the 
States-General. | 

Since early childhood, « the spirit of Wiertz 
seems to have been charmed by the arts with great 
force >, has writen M. Emile Leclercq. «He made 
sign-boards without having any notion of painting. 
Without help of any master, he painted a portrait 
at ten years; at twelf, he « reinvented» wood- 
engraving. At fourteen years, he was a grown- 
up man, tall, of a dull and sober nature; he had a 
beard on his chin, another wonder. Among other 
works, young Wiertz had, it seems, moulded a frog 
so perfectly, that the captain of his fathers com- 
pany, entering one day the modest dwelling of the 
brigadier, was frightened, thinking, to find himself 
before a real frog. 

« It is nothing, the mother said, it is a toy, which 
Antoine carves with his knife. » The commander 
told the story, which came to the ears of M. de 
Maibe; the latter made the child come to him at 
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Dinant, made him give an instruction more regular, 
more orderly, and moreover young Wiertz followed 
courses in drawing, music... which realised the 
dreams of his youth. 

For a moment, one thought to teach him litho- 
graphy; but his father watched. He wished more 
for his son, and as the child, at fourteen, had 
already told him of the beauty of a picture of 
Rubens, seen at his rich protector’s, his father gets 
de Maibe to encourage and push him on and writes to 
him the 6th June 1820: «I hope you will march 
to glory! > 

« To march to glory », for a child of fourteen! 
Was not it a little exaggerated? 

But this child was « an exceptional character >. 

Pushed by his father, who does not stop writing 
letters to him which one would believe to have been 
written to a grown-up man; pushed by his protector, 
but especially pushed by his strong desire to triumph, 
he enters the Academy of Antwerp, where he begins 
earnestly his artistic studies, under the direction of 
de Herreyns and Van Brée, who were then, I 
‘said already, the last champions of the beautiful 


‘traditions of Flemish art. 
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At Antwerp it was, for young Wiertz, i. during 
several years, a hard school of life », has said M. 
E. Leclercq. Indeed ,the young man wrote in 1823: 
« Except what I pay for my food, it is rarely 
that I spend two farthings (liards) a month! » Wiertz 
was then, rather young, alone before the task he 
had to fulfil before the obstacles he had to surpass, 
before the infinity of art. But, happily, he will 
be encouraged still during some years by the letters of 
his father, who did no longer write to him as 
« a father», but rather as «a friend>. 

The good man one day made this remark: 
« Your character makes me always believe you 
have thirty. So it is that I consider you, not only 
as my son, but as my friend >. 

From that time, father’s letters to his son begin 
with this phrase as naive as touching: « My dear 
son and friend! » And in these numerous épistles 
the recommendations to the work, which leads to 
success, dont fail. He is even recommended « to 
work during the holidays» and, moreover, renounce 
everything which does not bring about the noblest 
aim of his life: « love for glory! >» 


Is it possible to believe that an «ex» -tailor, a 
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humble brigadier, an illiterate man gives such sound 
and noble counsel to his son? 

These counsels had their effect; the father was 
rewarded in the works of his son. 

Young Wiertz, indeed, worked without relaxa- 
tion, spending for instance half of his nights drawing 
from a skeleton, not wishing to interrupt his painting 
studies in the daytime. 

To get better acquainted with the bones of 
the human body, he carves them. For two reasons; 
at first, his ardent desire to get at the bottom 
of things; secondly, his poverty. This skeleton was 
only lent to him by a more prosperous colleague, 
he must give it back, but he will keep the dif- 
ferent parts moulded by himself. 

Sculpture should bring fortune to young Wiertz; 
still a child, we have seen that a frog had drawn the 
attention of M. de Maibe. M. Herreyns, too, seeing 
the amphibia, « was touched », and for the future 
bestowed upon the young artist an exhibition, that 
he might train himself for the art of sculpture, 
for which he showed such happy dispositions ». 

In 1822, Wiertz loses his father, his best 


« friend», his counsellor, who always, nobly, manly, 


had fortificd him by his beautiful and firm prin- 
ciples; a little later, at the and of 1823, death 
took away his protector, M. de Maibe, as well... 

In spite of these two irretrievable losses, the 
young student feels strong and hardened for the 
struggle; «his strenght is within himself, his guide 
is his common sense», he writes to his mother. 

So then young Wierth is alone at Antwerp, his 
old, poor mother alone at Dinant. The art student 
swears not to lose time, to work still more, if 
possible, to show that the two dear departed ones were 
right. 

By his restless and methodical labour, he suc- 
ceds in obtaining certain academical rewards, amongst 
others an extraordinary prize of 100 florins, insti- 
tuted by the king in 1825. 

In that same year, « he declines», in spite of 
the advice of his professors, to compete for « le 
grand prix de Rome»; he does not get it in 1828, 
so in 1829, he packed his modest luggage and 
set out for Paris. 

Paris! the city of light, the incontested centrum 
of artistic life! 


Le Louvre! unique gallery, monument elevated 
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for the art of all countries, all peoples, but where 
Rubens, the robust Fleming, reigns, glorifying a 
queen of France! 

Paris! Le Louvre! — Our young artist felt 
irresistibly drawn to it! 

But what was he able to do there with the poor 
ension of three hundred florins, granted to him 
by the Dutch government? 

True to his line of conduct, he studies first of 

all the immortal masterpieces of the Louvre, then, 
compelled to come down to reality, he looks for 
orders of portraits. He finds them at thirty francs 
a piece, at seventy francs the three!... 
: He is once more saved, he and his mother, 
for he has to do more than assist the poor old 
woman, who has not obtained the pension, which 
was due to her as a widow of a brigadier. 

Simultaneously with these portraits, Wiertz has 
made several sketches and even pictures; he hopes 
to be able to expose. « In one, says his biographer, 
he has represented himself, painting a model, a 
young woman, who bares part of her body with all 
kinds of coquetry, whilst the artist, absent-minded, 


only thinks of his art and meditates on his work. » 
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This picture, | have a long time thought it was lost, 
destroyed; lately, reading once more this passage, 
I remembered that at my father’s a small picture 
positively representing this subject « wandered » eve- 
rywhere. My father did not like it to be mentioned, 
he liked that no importance was attached to this work 
of Wiertz’s youth. I inquired after it, and I found 
it back, I and a member of my family; the work, 
interesting in spite of its opaque colour, answers in 


every respect to the description appeared in 1869. 
The Revolutions of July. 
In France, a new dynasty which had succeeded 


in growing more popular, and which had not hesitated 


in throwing up barricades in Paris, had overthrown 


Charles X. 


Wiertz is an eyewitness, whilst in his native 
country independence is proclaimed after three glo- 
rious days. 

These political troubles have little hold on our 
artist, who only lived for art. 

The announcement of the great Rome compe- 
tition, of 1832, in his native country, made him go 


back to Antwerp. Conscious of his knowledge as 
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well as of his power, he is beginning the struggle 
with undestroyable hope of winning... 


He won. 





“ The Mother of Wiertz , 
(Drawing from J. Evrard). 


. 





Rome. — Studies. — Copies. — Le Patrocle. — Return to 


Aniwerp, — Criticism. — Paris. — Disappointments. — 
Exposition at Paris. — Salon de Bruxelles of 1839, — 
Paris-Brussels. — Wiertz sculptor. 


Wiertz, the decorated winner of the great Rome 
competition, leaves Antwerp in May 1834 to go to 
Rome, and has himself enrolled at the Academy of 
France immediatly afterwards. 

Animated by a noble enthousiasm, he dreams of 
achieving large pictures, besides he is now no longer 
troubled by being short of money and he likes 
to rest about his old mother. 

Waiting until he is settled, waiting still he has 
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found the large, the very large studio he likes to 
have, he studies the masters, especially Raphaél 
and achieves various copies, one of which taken from 
a Virgin of this artist, which be wanted to send to 
his mother, «that she might make a present of it 
to the principal church of Dinant », so he wrote 
to her, and adds: « It will be a souvenir which 
will ever recall you to the memory of the whole 
world, and you are feeling how proud I shall be, 
if, in future, your name was placed under it; it 
would be a great satisfaction to me >. 

Ts not this a touching trait of filial love? 

The copy of the Vierge ala chaise, was 
placed in the canon-church of Dinant, but the son’s 
wish was not granted: mother’s name was not put 
under the picture. 

To make good copies, a special talent is wanted, 
above all a great surety of calling; then the painter 
has to give up totally own way of painting, to 
try to imitate, as faithful as possible, «the» one 
of the master he copies. To give up one’s own way of 
painting is not an easy matter, specially for a young 
artist, who has only just created his method. The 


copies made by Wiertz are remarkable as to that; 
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our painter proves to be a faithful follower of the 


masters and morover, a clever technicist. 


I possess of him a copy of limited dimensions 
of Jordaens’s painting, of the Museum at Antwerp, 
L Adoration des Bergers ; in this copy one almost 
finds back the method of the master painter of 
Antwerp. The colour is amazingly correct and 
faithful. One feels, by its execution, that this copy 
has been painted without interruption. More than 
one artist, seeing this small pictures, has thought him- 
self to be before a real Jordaens, or at least before 
a work of a pupil of the dean of St-Luke’s guild, 
and dating from the XVIIIth century. 


At Rome, besides his copies, Wiertz paints 
various scenes of the Roman carnival, landscapes 
from the neighbourhood, a small picture Madame 
Letitia, exposée dans son cercueil (1836), Italian 


women, a highwayman of the Campagna romana, etc. 
But our artist was not the man to be contented 


of these easel works. 


Having found at last a studio large enough, 
he settled himself in it and will achieve there a 


subject for which he has made already a heap of 
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sketches: Les Grecs et les Troyens se disputant 
le corps de Patrocle. 

That picture was finished in 1836. After many 
tribulations, it was lost at Liege, for the picture 
which is to be found actually in the Museum Wiertz 
at Brussels, is a second work of the artist’s hand, 
who, about 1844-45, resumed, began his work, for 
the second time. He even added to it certain figures 
amongst others the dying warrior, in the first scheme 
on the left side of the composition; he changed the 
posture of some others; shortly, made an other 
picture 8™52 by 520. 

His first Patrocle, made at Rome in 1836, 
measured 8 m. by 5 m. 

Wiertz could not make up his mind to leave 
Rome without showing his first important work. 
| Le Patrocle made a deep impression on_ his 
colleagues and Thorwalsen, the great German artist 
at once exclaimed: « That young man is a giant >. 

Strong by his success, Wiertz resolves to 
send his work to Antwerp, where it had to be 
exposed, according to the rules of Rome compe- 
tition. 


Seeing this grand composition, Van Brée, direc- 
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tor of the Academy of Fine-Arts, assured: -his former 
pupil, the young artist, of his great satisfaction, and 
the press stated the success won, as well by the 
public as by the artists. 

« Who can foresse the destiny of a talent with 
such a « debut? » Hardly back among us, from his 
stay at Rome, the young painter makes himself 
ready to leave Belgium. Very few of his fellow- 
citizens will have to be admitted to admire his 
picture; but his name is known to them. They 
prepare for this new glory a brilliant crown...» 

Thus Le Courrier Belge, expresses itself, whilst 
Le Précurseur talks more about the work in itself: 

« Mr Wiertz has understood as a poet this 
beautiful scene, and has reproduced it as a clever 
painter. The page he shows unto us belongs to the 
history of heroic times, where men had superhuman 
forms, bodily strength and the fire of analogous 
passions. His picture is a faithful image of all 
that. The matter shows itself in all its force and 
in all its development, but clad in a poetical sen- 
timent, as Homeére. » 

From a notice of the Courrier Belge, one sees 


that Wiertz would return to Paris, to show his 
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works this time, for he believes in success, as his 
principal picture has already stood triumphantly 
twice the fire-ordeal. 

Proud as Achilles, our young painter arrives 
at Paris, dragging with him his immense Patrocle. 

Alas! All the disillusions awaited him in the 
city of light. His Patrocle was placed so badly, at 
the «Salon» that it was impossible to see it. This 
is so true that Wiertz writes to a friend: 

« Do you know how they have placed my pic- 
ture at Paris? Shortly sixty feet in the air, covered 
with a thick mass of dust, they don’t permit me to 
blow away. Every one asked what was there high-up, 
and I myself believed for a moment that I saw the 
backside of my picture. In spite of the confused 
aspect, looking like a landscape, or rather looking 
like nothing, some good journalists, without being 
paid for this, were kind enough to write something 
favourable about it. Be angry with such people! > 

To corroborate this description which, coming 
from the artist himself, might be doubted, I cite here 
a fragment of a letter from a citizen of Dinant, vi- 
siting Paris: 


...« | have very badly seen his large picture 
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which is placed so high and in such a bad lighi...> 
The blow was as more heavy for Wiertz as 
it was unexpected. The artist thought he could 
hope for a little success, after the encouragements 
of the artists, of all nations, assembled at Rome, 
after the exclamations of master Thorwalsen, after 
appreciations of his former professors, as well as 
of the director of the Antwerp Academy. 
Wiertz had exposed, beside his Patrocle, L’ Ange 
du Mal, Evz éprouvant les premiéres inquiétudes 
aprés le péché, Le Christ au tombeau, La Fable 
des Trois souhaits, Le Portrait de M*: Letitia, 
mére de Napoléon. 7 
The Parisian press fell out pitilessly on the 
young Flesmish painter. Whilst one critic exclaims: 
« The threshold from the sublime to the ridiculous 
has been crossed perfectly »; another, propably 
liking to strike the better, and so becoming unfor- 
tunably more vulgar, rudely says: « Decidedly, when 
it was transformed into a theatre scene: the disputed 
Patrocle, etc..., all the street-arabs of the boulevard 
would receive it with potatoes, done and undone... » 
Hardly any comment may be expected here! 


Other art-cristics clung to the large dismensions 


of the figures composing the Patrocle; Wiertz will, 
according to them, do the extraordinary », otherwise 
« seeing the height of Homére’s. figures. M. Wiertz 
fancied, undoubtedly, that they were only to be 
represented by gigantic proportions. . Heart “alive! 
Size has. nothing whatever to do with grandeur... > 

Finely still others, though finding several 
faults in, Wiertz art, yet assign some © good 
qualities to him: «Let us however avow, one 
of them says, that in this artist’s mind is something 
bold, something of Michel-Angelo, speaking of a 
great firmness of purpose. 

There are in the nudes beauties of drawing’ and 
even expression, though exaggererated, which speak of 
warmth and energy: which may be preferred in the 
« début», of a young painter, methinks to the gro- 
pings of a timid hand ». | Fi 

At the same time « Wiertz is thought to draw 
his effects from a wandering imagination >, that 
« his figures, large above measure, heavily moulded, 
give nudes as never were given by nature, but which, 
in their barbarous grandeur, stand in some bastard 
relation to the rude creation of Michel-Angelo >. 


Wiertz pictures in these words the torture which 
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he experienced during the Salon: «I don’t be- 
lieve there is to be found an example of a po- 
sition as mine, It is that of a man who, in a dream, 
follows a shadow, which he always thinks to reach 
and which escapes him incessantly. It is the torture 
which causes that horrible paralysis, during which 
man seems to be dead. He only knows that he 
breathes, but it is impossible to give utterance to 
it by any sign. He is surrounded, wrapped in a 
shroud, let down in the grave; impossible to cry; 
Pity! Barbarians, I am not dead! » 

One feels in those lines, thus coloured, all the 
anguish, all the sorrow which weighed the artist 
down, who, disgusted, comes back to Brussels and 
swore to prove the incompetency of the Parisian ju- 
ries; for he pretended that, if his picture had been 
so badly judged by the critics, the principal fault was 
resulting from the defective place and the scanty light 
which had been granted to it. And this being the 
task of the jury, he would take those gentlemen in. 

He sent to the Parisian expositions of 1840, 
a Téte de Christ and a Téte de Vierge, both with 
his signature. He waits. The exposition opens and 


some days later the two pictures are returned to him. 
5 
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They had been refused! 

Then Wiertz announced loudly, and proved, that 
one of the pictures was his, and the other... Pierre- 
Paul Ruben’s! 

The Parisian jury, judge infallible, had refused 
a Rubens! 

Wiertz was avenged? 

And after that he presses, on his second Pa- 
trocle,what he has called « Parisian approbation >: 

« We, Parisian feuilletonists, princes of cri- 
ticism, only recognised sovereigns and guaranteed 
infallible ones, to our good and faithful vassals the 
critics of Germany, of England, of Belgium, who 
feed on beer, having heard, that by a just submission 
to our authority, the said good critics agree not to 
recognise any other laws than those proceeded from 
our pens; and wishing to come to the rescue of the 
said good critics, called to form a judgment on the 
present work of painting, we have rectified the said 
work with the seal of our Parisian approbation >. 

It is quite sure that this « approbation » is har- 
dly <« good taste», not even witty, though it wants 
to be so, and that it uses for seal a «carotte» 


(beet) and a peacock’s feather! 
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But after having read what Wiertz had suf- 
fered during the exposition of the Patrocle at 
Paris, his sudden rough passion won't be under- 
stood, without being excused; however it may be 
accounted for, seeing how his works were received. 

In 1839, Wiertz exposes anew his first Patrocle, 
and other pictures at the Salon of Brussels and 
only asks light and suitable distance. 

He was better received in his native country 
than at Paris. 

A poet exclaims: «Passers-by, bow down |! 
Salute! it is Homére! > 

A newspaper does not hesitate to print: «Wiertz, 
painter, unknown before, comes with one bound to 
sit down in the first row!> 

Near Wiertz, de Caisne, exposes: Les Belges 
illustres, large and cold composition, now-a-days 
in the Museum of Brussels. This work, althought dull 
in colour, narrow and stiff in design, theatrical in 
composition, still made an impressions; the public, 
patriotic above all, liked to see in the work only 
the intention; the glorification on the native country. 

De Keyser, at this Salon of 1839, obtained 


an immense success with the Bataille de Woeringen. 
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This historical painting, asI told already, dominated 
at this Salon; the artist were clever, knowing tho- 
roughly the history of the costume, performed with 
ability, sometimes with grandeur, but, «living art», 
was wanting; not so with Wiertz, a human form 
was to be found in the ancient imitation». Near 
the Patrocle, Wiertz exposed Le Christ au Tombeau 
a quiet work in which the author had laid down 
a state of the soul. That was the success of the 


work. 


In 1845, the artist showed his second Patrocle, 
at Liege and at Brussels. In his native country, suc- 


cess was true to the artist. 


As the reader might have seen, the first work 
of Wiertz was very much discussed, opinions much 
divided. 


Paris mocked it, Brussels extolled it! 


At Paris, two currents of opinions, one deci- 
dedly hostile, the other accepting this youthful work 


of an artist, unknown until then, with much reserve. 


Whilst one critic finds in the nudes « beauties of 
design », — another finds the figures, «heavily 


moulded! » 
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And the contradictions abound! 

Some think «the design remarkable» and the 
painting vigorous, others think the colour « a colour 
ef convention >. | 

One exclaims: « We don't care for M. Wiertz’s 
Patrocle; another: « Respect, critics! Here is a 
genius. > 

Contradictions and once more contradictions. 
Exaggerations and once more exaggerations! 

After all this, should we not agree with Wiertz, 
when he put down this principle, that criticism in 
painting is impossible without discussion ? What would 
be happened, if allowing the critics to discuss among 
them ideas so widely different? 

At last would they have agreed? 

I don't think so; it would have been, as Wiertz 
has said, « a discussion without end >. 

Certainly, Wiertz’s work had merit, without 
that would it have been even discussed ? 

I think, according to his professors, we may 
say, that it was solidly constructed. It should make 
a deep impression, as testifies the cry of admiration 


which escaped master Thorwalsen at Rome. 
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Wiertz was also a sculptor. In 1842, he 
exposed for the first time a small figure, a Femme 
athléte. This plaster-cast is still to be found in 
the Museum to-day. 


Wiertz has left us chiefly, as to sculpture, 
three groups belonging to the Histoire de Il’huma- 
nité en quatre époques. 

First époch: La Naissance des Passions: Adam 
and Eve yield to the serpent temptor. This group 
is most harmonious and examining it under different 
aspects, we regret, perhaps, that Waiertz has not 


devoted himself particularly to sculpture. 


Second epoch: La Lutte: At the feet of the 
strugglers we see the imperial crown and the Phry- 
gian cap; the artist's idea was to symbolize the two 


races disputing for. 

Third epoch: Le Triomphe de la Lumiere, 
of which I shall speak later on. 

The fourth epoch: Perfection humaine, has not 
been executed. 

Wiertz was appreciated as a sculptor; beside 
a Geefs, a Simonis, a Ducaju, a Bertin, a Fraikin, 


his sculptures, though far from numerous, were re- 


markable for « their full, picturesque, arched forms ». 


These three groups date of 1860 and 1862, 
the time when Wiertz had settled already in his 


vast studio, now the museum. 








No 4. — « Child’s Portrait » (Collection L., Ixelles-Brussels) 
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« La Esmeralda » 
(Drawing from J. Evrard). 





Wierts and the portraits. — “ La Révolte des Enfers ,,. — 
“ Le Triomphe du Christ ,. — Material difficulties. — 
Critics. — Death of the painter’s mother. — The exposition 
of 1848 — The success of the “ Triomphe du Christ ,,. — 
Wacken’s poem. — Other works. — Steps of the Govern- 
ment. — First contract. — His studio. — His works. 


His Rome-entry having served him as « début » 
Wiertz resolves more than ever to produce only 
large compositions, for, he says, « Iwill paint 
pictures for the glory, portraits in bust for the 
soup; so will be the invariable occupations of my 
whole life >. 

The same idea is ascribed, I believe, to M. 
Ingrés. 


The portraits made by Wiertz are numerous, 
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divers, but, unfortunately, often works little more 
than second rate, for he made them « for the 
soup ». 

Mostly even the artist tries not to be com- 
pelled to receive money for his pictures. He ex- 
changed with his winedealer, his coal-merchant, 
his shoe-maker. | remerber, having one day entered 
with my mother in a humble shoe-maker’s shop, 
we saw in the back-shop a rather important female 
portrait which we took for a«<Wiertz». My mother 
asked; yes, the picture was one of Wiertz’s, it was 
an exchange, « for, madam, my parents were also 
shoemakers, but then commerce was better ». The 
picture was not evil. As my father was going to 
see it, he remembered perfectly having seen it pain- 
ted. There are however certain portraits which are 
important works. | cite, amongst others, the beautiful 
male portrait, to be found in the Museum of Ixelles, 
and a familygroup, agroup of children which the 
artist seems to have painted with much pleasure. Here 
we stand before a great work, which show what might 
have been the portraits painted by Wiertz, if that 
artist had not, though wrongly, disdained this « gen- 


re» for which the most celebrated historical pain- 


ters have been renowned, from the great Italian, 
Flemish, Spanish, German masters to Ingrés him- 
self, whatever he thought of it. 

There exists in the Wiertz Museum a portrait 
treated as a painting of incident La Mere de 
l'Artist. The good old woman is represented « at 
home», at her spinning-wheel; this work dates of 
1832, one feels it has been executed with feeling, re- 
verently. [t is a small picture bearing a certain 
likeness, by colouring and form, to the works of 
minor Flemish masters. 

But Wiertz would, as we have just seen, con- 
secrate his talent to large compositions. To be able 
to perform them, the artist is all the more in need 
of a big studio just as at Rome the same ques- 
tion arose, the same difficulty had to be surmounted. 
At Rome, Wiertz had found easily a large loca- 
lity, where to achieve the Patrocle, as the money 
question no longer existed, thanks to the pen- 
sion granted by the « Prix de Rome»; in Bel- 
gium, the difficulties were still more, to be able 
to achieve the two large compositions, the sketches 
of which had been finished, for other difficulties 


were added to want of money. 
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« He had had to paint, says one of his histo- 
rians, one of his large compositions, unrolling the 
canvas whilst working ». This was, as we may 
easily see, a true torture for the painter, to have to 
achieve a large canvas with such difficulties and he 
cannot make up his mind to paint the Révolte 
des Enfers in that way. 

So he takes step after step to obtain the autho- 
rization of painting his large canvas in a church; 
he even offers to present it to this church! The steps 
undertaken with clergy and government don't succeed! 
The former fears «the throng of people which the 
picture will draw to the cathedral », the latter, without 
refusing his request for a grant, offers to him as a 
studio an unused church, at Brussels, « with the 
right to leave his work either to Government or 
to the Antwerp Cathedral ». The unused church 
does not fit our painter, but he does not suffer 
himself to be disheartened; he shall struggle without. 
repose and without relaxation. What material diffi-— 
culties to surmount to begin a work, of which the 
sketches and the preliminary works have been finished 
a long time! What tragedy had to be enacted in 


the brains of this artist for whom painting was life! 
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The steps, the petitions followed by disappoint- 
ments — the struggle, shorty — lasted two years! 
Two years lost for this artist who was wont to say 
that « every minute spent in idleness made him utter a 
sigh of regret >. 

At last, he obtains in 1841, thanks to the « gene- 
rosity >» of the town of Liége the authorization to 
paint, in an unused church, his large picture La 
Révolte des Enfers contre le Ciel. 

Wiertz had hidden his sorrow during those 
two years; and he had mastered his subject thus, 
that within six weeks this giants work was fi- 
nished (the canvas measures 11™53 by 7™93). As 
we see, Wiertz possessed an amazing ease of per- 
formance and moreover he worked with horrific 
quickness. It is true that during the performance of 
this large picture, Wiertz wrote to a friend: «I 
know, naither day, nor hour, not date. I can only 
discern two things: the moment of work and that 
of rest, day and night! > 

La Révolte des Enfers contre le Ciel rene- 
‘wed, completed in 1853, is the one that is found in 
the Wiertz Museum. The artist was inspired for this 
work by Milton’s «Paridise Lost», «the Bels- 
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hazzar of the Poets » as Lamartine has said. Milton 
sings masterly, in the sixth book, the revolt of 
Satan. 

« Hell heard the awful noise, Hell saw Heaven 
fall down from Heaven; he should have fled frigh- 
tened; but inexorable fate had laid too firmly her 
gloomy foundations and had bound him too stron- 
gly... > 

This grand subject might have been easily treated 
chaoticly; the artist has known to avoid this diffi- 
culty, and his composition is very clear, very com- 
prehensible. 

The rebels would force heaven's gate defended 
by the angels, who drive them back victoriously and 
the accursed ones are hurled into the abyss: « During 
nine days they were falling », Milton sings: « Chaos, 
confounded, roared and felt a tenfold confusion when 
they were falling across its ferocious anarchy; so 
much did this enormous flight block up the road 
with ruins! The yawning hell received them all at 
last, and closed itself upon them » 

It is the end of the struggle which our painter 
pictured so masterly, and a critic could justly say: 


« Heaven has been enlarged It is to be felt 
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that the lightning of the swords has purified space 
and that the armies, this time, have united for the 
work of regeneration ». And that contradiction 
always exists; another critic finds that « the per- 
sons of the Révolte des Enfers can move...» They 
don’t act, express nothing and if the whole has 


life, energy, it is decoration at the same time. 


If we could say that Wiertz had understood as a 
poet the beautiful scene of the Patrocle and that 
he had clad it in a poetic colour as Homére did, we 
could say about the Révolte des Enfers, that the 
« Belshazzar of the poets» would have been happy 
had he seen his idea thus interpreted by our fellow- 


couniryman. 


This huge picture, measuring no less than 1.300 
feet, was exposed for the first time at the Salon 
of Brussels in 1842, but on account of its dimen- 
sions, they were compelled to show it to the public 
in the temple of the Augustines which was formerly 


« place de Brouckére >. 


In spite of the difficulties which our artist had 
had to surmount to bring his large picture, La Révolte 


des Enfers t~ a good end, he would however begin 
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another picture also important: Le Triomphe du 
Christ. | 

But where to paint this large composition? 
As he was secking for a fit place, Wiertz has 
the great sorrow of losing his mother, whom 
he adored, and who died in his arms at Dinant, 
the 26th of August 1844. « A part of my soul, 
has made its escape with her », he writes to a 
friend. This cruel loss made a great revulsions in 
the life of our artist. He locks himself up, will see 
no one. His friends, knowing him alone with his 
sorrow, at Liége, compel him to come to Brussels, 
where he settles in August 1845. 

Soon he is his former self again, his intense 
love for art heals his sorrow a little, and he throws 
himself resolutely into the struggle. But the studio, 
at Brussels as well as at Liége is wanting! At 
last he finds after much seeking, after many steps, 
a manufactory, the manufactory of Renard, settles 
there in 1846 and begins his Triomphe du Christ 
(11704 by 6™23). 

Wiertz has forty years; his health, shaken by 
his mother’s death, has restored itself and with 


it the strong desire to work, to throw himself head- 
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No 8. — « The revolt of Hell against Heaven » 


(Wiertz Museum, Brussels) 
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long into art; was it to forget? Great sorrow have 
often such effects on strongminded natures. 

The Triomphe du Christ was a complete success, 
his detractors even sang his praise. 

It was in 1848, Wiertz had organised an expo- © 
sition of his principal works in the former manu- 
factory which was now his studio. The artist shows 
besides the Triomphe du Christ, seven pictures 
La Fuite en Egypte; the Christ au Tombeau; his 
two «volets » Satan et Eve, Les Grecs et les Troyens 
se disputant le corps de Patrocle, l’Education de 
la Vierge, Deux jeunes Filles, and two Etudes de 
Femmes. 

The Triomphe du Christ was the principal 
work, the Patrocle had been seen. « There all his 
genius reveals itself », said a critic, who adds: « One 
feels surprised, amazed, thinking of the idea which 
has presided in this grandiose composition. Then, 
having contemplated during a long time, this _pic- 
ture, one draws back thoughtfully; taking with a 
whole world of thoughts ». « It is quite an epic 
poem», another says, and an enthousiast exclaimed: 
« Such works bring in a million, or rather they 
cant be sold; one starves, of want, beside them». 
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The Triomphe du Christ is, according to my 
opinion, « the most complete work of Wiertz, from 
painters sight»; here it has been given to him 
to show all his great qualities. Jesus, died on the 
cross, shone in full glory; Satan, threatened, pur- 
sued by an angel with a flaming sword, flees. The 
composition is plain, but grand as in the Révolte 
des Enfers: Satan, the vanquished one, is in the 
middle of the picture, in full light. Wiertz has repre- 
sented him with perfect beauty. The artist, having 
already once painted him for the «volet» of the 
Christ au Tombeau, had given him regular and 
beautiful features. Here the physical beauty of Satan 
makes impression. The angel putting him to flight, 
the dominating arm, extended, a hard expression, 
flying horizontally, is a treasure of great value. 

Wiertz wanted to represent in this great com- 
position the wrong, vanquished by the martyr and 
the triumph of the spirit on wordly matters, one of 


his most faithful historians correctly said in 1869. 


A poet, E. Wacken, leaves the following verses 


in the artist’s studio: 
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A ANTOINE WIERTZ 


Apres avoir lu son Yriomphe du Christ. 


Je vois sur cette toile ot ton réve s anime 
L’image de ta vie et de tes longs combats. 
Tu soutiens, pour monter sur un faite sublime, 


Des luttes de géant qui ne te lassent pas. 


Satan, pour tentrainer avec lui dans l’abime 
Ou tout un monde impur s écroule avec fracas, 
Le front tourné vers toi comme vers sa victime, 


Te promet du regard les trésors d/ici-bas. 


Mais un ange vainqueur sélance dans l espace; 
Sa route, cest la gloire; et tout finit lorsqu il passe 


En balayant les airs de son glaive de feu. 


Le vol de cet archange est le vol du génie: 





Rien ne l’arrétera dans sa course infinie, 


Car il est emporté par le souffle de Dieu. 


222 he 


To ANTOINE WIERTZ 


After having seen his 7riomphe du Christ. 


I see in this picture where they dream gets 
animation, the image of thy life and of thy struggles. 
Thou hast undergone gigantic struggles which have 
not hindered thee getting to a lofty idea. | 

Satan with his face turned towards thee as 
towards his victim, promises earthly treasures with 
his look, meaning all the while to drag thee into the 
abyss in which a whole impure world falls with a 
crash. But a vanquishing angel speeds across space; 
his road is glory; and everything comes to an end, 
where he passes, sweeping the air with his flaming 
sword. The flight of this archangel is the flight of 
genius: nothing stops him in his infinite course, 


for he is carried along by God's breath. 
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Besides these enormous works, Wiertz had exe- 
cuted other pictures of less importance, many of 
which belong to private collections. They are the 
Jeunes filles a la toilette, the Nymphes, the Nudes, 
etc. Then still Baigneuses et Satyres, La Forge 
de Vulcain, La Belle Rosine, etc., etc., which are 
to be found in the Wiertz Museum. 

Baigneuses et Satyres, delicate composition, har- 
monious as can be, has a great freshness of co- 
louring. This work, full of spirit, has been pain- 
ted with a great dexterity; its small dimensions 
are the cause that it is rather lost in the vast 
studio of the artist, but, once seen, it charms the eye 
by the grace of the whole. 

I cannot say as much about the Forge de 
Vulcain. 

If the composition is made with care, the colour 
is dull, the modelling of the flesh is « fatigué >. 

This important picture, however, leaves the spi- 
rit empty! It is a work of convention. 

Deux jeunes filles or La Belle Rosine, Jeune 
fille a sa toilette, found in the Museum and Jeune 
fille se mettant une rose dans les cheveux, to be 


found in a private collection, are beautiful pieces 


of painting, achieved with firmness, with a master’s 
hand. 

All these works were painted rather everywhere, 
at Brussels, at Liége, in unused churches, in former 
manufactories. There were always great difficulties 
to be surmounted, to permit him to work! 

Happily the real success of the Triomphe du 
Christ would at last put an end to all his diffi- 
culties and to the wandering life which our artist 
led. 

What was our artist secking, what did he want? 

He wanted only a large locality, a vast studio, 
in which he might see all his works together, but 
where he might also achieve the large compositions 
whirling in his brain. 

Wiertz resolves, in 1850, as his studies, in 
the old manufactory, have not had the desired result, 
to put his scheme down into a letter to the Muinister 
of Fine-Arts: the State will make a dwelling and 
a studio for him, of which he will have the profit 
until his death; as for him, he will legate all his 
great pictures to the State. But his works must re- 
main, during his life and after his death, on the 
walls of the studio. Besides, the State will be allowed, 


after his death, to use his studio, as an exposition 
room, or as « a place of refuge for all the artistic 
needs, which make so often look out for large loca- 
lities, so expensive and rare in large towns >. 

The proposal had the luck of pleasing the 
minister, who, under certain conditions, put at the dis- 
posal of the artist a sum of 30.000 francs. 

In short, the 2nd July 1850, the first contract 
was signed between Charles Rogier and Antoine 
Wiertz. According to that contract, the artist hanted 
over to the Government: Le combat d Homeére (the 
second Patrocle); La chute des Anges and Le 
Triomphe du Christ. 

But according to the painters wish, «these pic- 
tures, as well as those of which Mr Wiertz would be 
able to dispose of later on, in favour of the Govern- 
ment, will remain on the walls of the studio, which 
would became thus a museum ». 

Wiertz bought the building-site of which he 
dreamed, had the work begun...; soon the expenses 
surpassed the 30.000 francs, which the Government 
had allotted to him! What to do? Our artist pos- 
sessed nothing, as one knows, except his works. 

So he offers to the State his triptych Le Christ 


oy aes 


au Tombeau, remarking that after all the State 
will get his property one day .The offer was once 
more accepted and a new contract signed the Ist of 
september 1853. Some years later, Wiertz was com- 
pelled to request the State to enlarge his property 
on account of the making of new streets; the artist 
consented to legate a new picture to his country; 
Le Phare du Golégotha, which had been valued 
300.000 francs. The State had to buy, in exchange, a 
building-site of 23.000 francs, and this site would 
also become its property after Wiertz's death. 

Wiertz had thus the usufruct, of a sum of 87.000 
francs, only for some years and to be able to 
enjoy of this usufruct, he leaves to the State seven 
of his principal works, two of which have been 
valued 400.000 francs. 

As it is to be seen, all this is far from brilliant 
But Wiertz only sought one thing, I have said; to have 
at last a convenient studio where he could place his 
works, as well as all those, he dreamed to make... 
the were legion! . 

Henceforward he will be able to work without 
after-thoughts, give himself entirely to his art; his 


production was always fruitful, but it is only in his 
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vast studio that it keeps pace with his boldness and, 
what is most important to observe, his art begins 
to take new direction. 

Have I been so minute, have I gone into certain 
material details of our artist's settling in what is 
now-a-days the Wiertz Museum, it is, because I 
liked to crush once for all, the story too much spread, 
which pretends that Wiertz was enormously protected, 
endowed by the Government. Is it necessary to say, 
after reading all this, that nothing was more false? 

The Belgian state has only let to the painter 
his dwelling and his studio. As rent, it has received 
in full possession seven works of the artist. The 
rented property had been paid with 87.000 francs, 
Wiertz was a tenant during fifteen years; so he 
has abundantly paid his rent, so to say. Wiertz 
has never touched another farthing of the Govern- 
ment. 

Far thus from being «exceedingly » protected 
by his country! 

Tf pretexting, that in reality the State handed 
him a sum of 87.000 francs, it would be enough 
to answer that this sum has returned to the State, 


at least doubled, after the artist's death, on ac- 
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count of the higher value of the building-sites, 
higher value proceeding from this reason that the 
municipality of Ixelles had made new streets on the 
emplacement of the property. At last, I shall cite the 
following argument; to put an end to his question, it 
is Wiertz’s, I give it without counterplea: « That the 
sum accorded to me, once for all would certainly be | 
less high than that to which all the artists believe — 
themselves to be entitled receiving orders from the 


Government >. 
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Wiertz and criticism. — His ideas. — His pride. — “ L’Edu- 
cation de la Vierge ,,. Pichures of. the ancient masters in 
the expositions. — Eulogy on Rubens. — Medalled. — The 
Leopold Order. — Advice to the young artist. — Opinion 
of divers art historians. 


Few artist were so much criticised, so highly 
praised, dragged through the mire, and raised to the 
clouds as Antoine Wiertz. Whilst his friends, his 
admirers, exalted him, maladroitly sometimes, his 
detractors did not sit still. The former published 
even notes from his youth, private letters to parents, 
to friends, wishing to prove themelves well informed, 
in the possession of reliable information; the life 


and, what's more, our artist's most intimate feelings 
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became public property. The ideas put down in these 
letters, in these notes, were often, nay always uttered 
for intimate friends he constantly feared that these 
documents would be handed down to the indiscrete 
curiosity of the public. 

« Wiertz never would have his letters  pu- 
blished », writes one of his historians, That decla- 
ration, made in a newspaper after his death, repro- 
duced his wish expressed already more than twenty 
years; objections arose and it was not taken into 
account. 

The author tells that at Wiertz’s death, when 
the seals had been removed, one found pasted on a 
box the following words: « Letters of my father and 
mother, rough draughts, papercuttings to be burnt 
in case of death. That is my will, Wiertz.>» Of 
the three persons who in the last ten years of his 
life have been most intimate with him, and so have 
won his confidence, the first, his plenipotentiary, 
has made this declaration; the second confirmed 
it, the third wrote this: « I declare fhat, during 
the eight years that I had Wiertz’s full confidence, 
he always expressed his great dislike of any publi- 


cation of his private letters >. 
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And however, not long after his death, many 
of his letters were published. The press, the critics, 
the artists, his enemies got hold of them and formed 
conclusions far from kind for the painter, the least 
of which was his pride which was confirmed 
without loss of time. 

One may object that an artist’s life will be 
known after his death only from his correspondence, 
his writings, and that these documents belong to 
history. There is grownd for reasoning in this way 
but don’t you think that to judge an artist, a thinker, 
even a political man well, we need to judge him in 
the light of history? And if one would judge the 
man, the artist, should one not do it from his 
letters, his writings rather than from those peculia- 
rities of the youth, the pupil. 

Moreover why not publish all letters, all 
his writings? But here one stands before a dif- 
ficulty, the painter had been formal. Did not he 
write: «I will it! >? 

What to do? 

The fact existed, the position of certain friends 
was difficult. One should act however. 

His plenipotentiary thought «there was a great 
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danger in publishing some traits accidentally revealed 
like pieces of an interrupted discourse and an artist 
who has never had false modesty would consider it 
to be real counterfeit having only been painted in 
such an incomplete sketch. What danger to destroy so 
many documents which might rectify so many errors 
and to leave to the mercy of the editors some scat- 
tered remains, some select letters! » 

His plenipotentiary thought it impossible to pu- 
blish the whole of his letters on account of the 
formal wishes of Wiertz: there had to be found 
however a way to establish the truth, which had 
been falsified by the publishing of incomplete docu- 
ments and mementos which were not always correct. 

The historian thought to have found a way 
out of the difficulty by publishing « an analysis, as 
complete as possible » of the papers left by Wiertz, 
and even to place them at the disposal of the principal 
artistic and literary periodicals. 

The story of his pride was established after 
the publishing of the first documents, in spite of 
all these precautions. 

I must say however that Wiertz often did deeds 


which made him appear to be proud. 
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No 11. — « The Education of the Virgin » 


(Wierts Museum, /trussels) 
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For instance, he would not sell his works. 
There were people who considered this the evidence 
of an unlimited ambition! This might appear true, and 
yet it was not. Why would not Wiertz sell his 
works and why did he decline 600.000 francs for 
his picture Le Triomphe du Christ? 

We find the expianation in a passage of a letter 
directed by the artist to the Minister of the Fine- 
Arts in November 1848, and of which we give here 
the « facsimile »: 

But these offers, Mr Minister, are not made with 
a view to gain. Thank God, the price of a picture does 
not occupy my thoughts. Here in a few words what is 
the dream of my life: To try to bring art to its 
highest perfection. I won't sell my works, because, 
keeping them at my disposai, I may perfect them 
every day and destroy them at the end of my life, 
when they are not worth bearing my name in the 
future: > . 

To «annotate» these pictures, he put on some 
of them a capital M. this M. would say: «dead > 
or «bad». Certain pictures in the Wiertz Museum 
still bear the word «bad» written by the hand of the 


artist. or: < To make it what it ought to be is a 
7 
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matter of time». If really this painter had been a 
proud man, should he ever have written on several of 
his pictures: «bad»? 

A critic, Miss Van de Wiele, does not hesitate, 
writing, to prove our artist's pride, that Wiertz had 
put down, « drunk with pride » on the frame of his 


Education de la Vierge, this topical sentence: 


Pour étre placé a cété 
du tableau de Rubens, représentant 


le méme sujet. 


To be placed near 
the picture of Rubens, representing 


the same subject 


Indeed at first sight, this must seem proud. 
It would even be proud if that picture only bore 
this inscription. If that sentence was the only one, 
it would indeed be an evidence of Wiertz’s pride, 
but the artist wrote, under those words, a quotation 
from Diderot: 


« Etablir un paralléle entre nos ceuvres et celles 
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des grands maitres, c'est le plus puissant moyen de 


nous instruire et de nous élever (Diderot) >: 


(To compare our works to those of the great 
masters is indeed the strongest means to teach and 


elevate us.) 


The quotation of the French philosopher explains 
correctly enough the thought written by Wiertz on 
his picture. And having read that quotation, is it 
still possible to lay to the artists charge the far 
from enviable attribute of pride? 

We think it won't! 

Might this explanation not be sufficient, it will 
be an easy matter to prove, that on account of his 
_« pride » the author of the Patrocle would not 
have his «picture placed near a great work of the 
Antwerp master. He wrote in a pamphlet about this 
subject: The best way, to lead modern painting 
back to the great principles of art, the only one per- 
haps to lead the painters in a new direction, will 
be to place in the midst of our expositions the works 
of the great masters. 

A lot of people have objected, that it would 
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be an empty pride, for the painter, to place his works 
near those of great men. I answered: There is no 
pride in trying to establish a parallel between his 
own works and those of the most renowned pain- 
ters, but there is vanity, and much of it to shrink 
from such a parallel: it is self-love, the fear only 
of a comparison exposing the defects of criticism, 
and losing part of the gained reputation which make 
the greater part of the painters take the « modest» 
part and avoid all comparison... » 

In spite of the artist’s good faith, this idea 
was wrongly interpreted by his colleagues, whe 
thought to see in it «a horrible artifice, an auda- 
cious conspiration against the glory of the head 
of the Flemish scool ». An energic protest was made 
«... Wiertz could not get what he asked. « Thus 
our artist mocked, the vindicators of Rubens saved 
that great master from impending danger... Undoub- 
~ tedly will the shadow of the great painter, charmed 
by their penetration and their devotion, give warm 
thanks at the Champs-Elysées, if one day he might 
discover them in this fortunate abode of the great 
men». From what we just read, follows, that if 


Wiertz asked some pictures to be placed ‘near the 
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works of Rubens it was not by pride, really the 


yeverse, but the better to see the flaws he know 
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« The bellows of the belgian lady » 


to exist in his works, flaws which he only saw 
when he took his pictures once more in hand. 

This idea might seem queer in our age, with 
its new tendencies; I will then remark that this 
took place about 1844, the year that a Navez, a 
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Wappers, a Geefs, ade Biefve, a Gallait, a De 
Keyser ruled in the Belgian expositions and that, 
moreover, the form of Wiertz’s art lent itself. 
greatly to the lesson he would derive from his 
desire for that place. 

In his « Eulogy on Rubens», wreathed me- 
moir at a competition opened at Paris on the occa- 
sions of the bicentenary feasts in honour of the 
master; memoir of which Camille Lemonnier has 
said: « page of the most beautiful style and the 
most ingenious penetration», Wiertz, after having 
described a kind of artistic picturesque tournament 
between Rubens, «the master of all masters», and 
the greatest artists, Michel-Angelo, Raphaél, Ti- 
tien, etc., etc., ends, exclaiming: So great is the 
enormous dexterity of Rubens, so great is his incom- 
parable skill in practice: whilst confused in the dif- 
ficulties of the construction, his rivals scarcely begin 
their work, the great artist has completed his, in 
which, the most precious qualities shine in the 
highest degree « And so it was that you made your 
Descente de Croix, oh immortal son of Antwerp! » 

The artist who glorifies Rubens in such like 


enthousiasm, cannot possibly have had for one single 
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No 19. — « The precipitated entombment » 


(Wiertz Museum, Brussels) 
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moment the idea of having one of his works placed 
near a work of the « immortal son of Antwerp > 
to compete with him, to compare himself to him; 
Wiertz tells us himself why he would have wished 
this experience which unfortunately could not take 
place. 

One also has wished to make it appear that 
it was, this pride which made Wiertz refuse the 
eletctro-plated medal granted to him after the expo- 
sition of his Patrocle. Once more we shall have 
to put aside this story. 

The official document informed the artist, that 
« the king » appreciating the great talent of which 
he had given evidence, granted to him an electro- 
plated medal. 
| The artist refused this distinction and he states 
the motive of his refusal in the following letter direc- 
ted to the Minister: 

« | have the honour of receiving the letter in 
which you kindly informed me that the king appre- 
ciated my works of the last exposition. I take the 
liberty to bring under your notice that Michel Angelo, 
fearing to be made ridiculous, never consented to 


give a decisive opinion on the merits of comtempo- 


rary works, at first sight. Allow me, Mr Minister, 
that | think it impossible that His Majesty, knowing 
quite well that he is not a Michel-Angelo, has had 
the intention of judging with one glance the exhi- 
bited works. I wish most sincerely that you, Mr 
Minister, or the committee, alone capable of clas- 
sifying the artists, be the sole judges of the balance 
of merits. So, assured of the place which this 
medal keeps for me in the future, I will receive 
it with enthousiasm and gratitude... » 

A critic, quoting this letter, has said that if 
ithe artist refused this medal electro-plated with indi- 
gnation, it was, that he expected something better. 
« This is quite a fantastic affirmation. Impossible 
to find this feeling in Wiertz’s letter. However 
these two ideas, the idea of placing masterpieces 
in the art exhibitions, as the idea of refusing a 
medal, not only, «because the king is not Michel- 
Angelo» but above all because it has not been 
awarded by the Committee, may be discussed. They 
might be thought exaggerated, even false, but I 
dont think it possible to see the evidence of our 
artist's « pride» in it. 


One has still insinuated, in regard to the refu- 
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sing of the Leopold order, that his excuse was poor, 
petty, ridiculous! [ think the discussion about this 
matter «petty» and prefer not to speak about it. 

T shall only say that his picture Les Choses 
du présent devant les hommes de l'avenir answers 
all this controversy. We shall see later on... 

Wiertz was accustomed to say that the artist 
needs a « legitimate pride» to be able to create 
sound and lasting works. Is that to be discussed? 
I think not. 

Our painter permitted himself to give advice 
to the young artists in this chain of thoughts: 

I wish to quote here a rather long passage, not 
only because it will explain to the reader what 
Wiertz meant by the «legitimate pride», which 
artists ought to possess, but also because I think 
the page very correct, even masterly and I[ think 
it right to be read by our young artists: 

« Don’t slight the gifts of fortune, so that 
your genius remains free, independent. Have a high 
idea of your art, as that proud Italian who would 
not take off his hat to the pope, who saw him 
painting! Never seek the favour of the great ones: 


what are they compared to you, when you become a 
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great artist? The glory of a great painter is above all ; 
other glories! One speaks with admiration of Ra- 
phaél, of Rubens, of Van Dyck, one hardly knows— 
the name of the great seigneurs, of the proud mi- 
nisters who lived in their time. 

That such a beautiful carreer exalt your cou- 
rage, beware of imitating your contemporaries, whose 
success is often due to the whims of a passing fas- 
hion; avoid above all, avoid the contagion which 
spreads in the arts the volatile and frivolous spirit 
of our neighbours; the works of the great masters 
which have been approved of by the ages should only 
be our example. Read Plutarch; as arenowned pain- 
ter has said: reading the life of great men, our ima- 
gination warms and grows. 

Whatever be the kind of ambition by which 
they have been animated, their example excites an 
immense energy in us, an ardent desire to rise 
as they did! When you will give yourself to your 
art, remember then with what heroic enthousiasm 
those great men have wrought their glory. Alexandre 
the Great set himself to task to imitate the sublime 
heroes of the Iliad; Cesar, jealous of equalling 


the illustrious Macedonian, wept one day at the 
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thought that he, Cesar, had not done anything at 
an age at which this hero won brilliant victories. 
Before you begin your work, call to mind all his 
traits of virtue, of heroism of his chefs-d’cuvre 
which make up the admiration of the ages; if then 
calling to mind all these things, you are seized 
by enthousiasm, if you feel that your heart leaps 
up with joy, that a thirst after glory warms you, 
it is because you, you too, are an artist! 

Then you will seize your pencils and like one 
of the heroes of Homere seek for «an enemy wor- 
thy of him », your looks will go towards the 
immortal works of Raphaél, Michel-Angelo, Rubens; 
then you shall work witch the ardent desire of 
equalling these masters, and your task finished, full 
of noble pride, you will write like Salvator Rosa: 
« That Michel-Angelo come now, and we shtall see if 
he can do better ». 

What you have done, will perhaps be only 
an imperfect thing still, but at least what you have 
performed will be the outcome of what the entire 
development of your faculties enabled you, and 
depend upon it, what never the love of gain might 


have inspired. » 
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Noble, very noble advice indeed and a very 
lofty idea of artistic life. That quotation shows us 
the greatness of the author's soul. 

I think I have pulled down the story of Wiertz's 
pride, but I wish however, to conclude this question 
in reproducing here divers portraits of Antoine 
Wiertz. 

The first, being unfortunately a friend of the 
painter, will be accepted by some with caution; [ 
think that the other two, one being a Parisian, that 
Wiertz had seen for the first time; the other, one 
of our contemporaries, a historian of art, will remove 
the scruples of the most hesitating. 

See what M. Watteau writes in a work dedi- 
cated to his friend: «If he became excited on 
recalling the great monuments of genius, he only 
paused a moment at the things achieved by himself, 
he only paused at the thought of the little he had 
done compared to all that remained still to be done, 
For here, his modesty joined hands with the am- 
bition of his audacious projects so that it might have 
been said that the present laurels were nothing 
to him. 

After that, the friend, the French feuilletonist, 
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is going to tell, in the « Moniteur Universel », the 
impression which Wiertz made upon him in 1857, the 
epoch when the artist had already gained his most 
beautiful success: 

« His beautiful figure bore the stamp of thought, 
not of exaltation. His eye, although very soft in 
expression, looked lofty but without arrogance, and 
notwithstanding, that work had already wrinkled his 
brow, ploughed his cheeks, and made his beard 
grizzly, this only added another charm to his phy- 
siognomy. In short, it was one of those figures which 
inspire a lively sympathy, at first sight. He ad- 
dressed us in a most gracious manner; and after 
my friend had introduced me, we talked about art 
and litterature. I had no difficulty in finding out 
that his education equalled his skill of painting 
and moreover I thought him really modest. Prai- 
sing his works, he answered with simplicity ». Here 
follows what M. Dujardin wrote in 1898, in his 
‘most important work L’Art flamand: 

Whilst the Belgian school of painting after 
1830 was dragged along in the wake of the French 
romantism, Antoine Wiertz by the force of his 
will kept himself independent of exotic influence. 
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He pretended to be independent. His work deci- 
sively proves this; and, at first sight, that inde- 
pendence, professed as a religion, appears to be some- 
how a presumptuous pride. However this only ap- 
pears so, for the artist who, from his love for art 
hated all meddling with conscience, was by convic- 
tion a freethinker. He was not a proud man, but 
he was haughty and disapproved of artistic dogma- 
tism. | 

His whole life shows. this. 

His whole correspondence tells it. 

And thirty years after his death, this story, 
which had made him to be a proud man, falls to the 


ground. 


There is a great part of our artist's work which 
has been much discussed, on which the most false 
judgments have been pronounced because one does 
not know or rather would not known in which chain 
of thoughts and especially with what aim these 
pictures had been executed, It is said that Wiertz 


in certain pictures sought for «success by horror >! 


The uselessness of L’Enfant brilée, of L’in- 





Photo Hermans, Anvers 
No 14. — « The Beacon of Golgotha » 


(Wiertz Museum, Brussels) 
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humation précipitée, of Les Orphelins, of Faim, 
Folie, Crime, etc., etc., have been cited. One can- 
not deny that these pictures give expression to a 
more than painful impression. Before Les Orphe- 
lins, als nib aint bralé, the heart contracts, 
before L’Inhumation précipitée, before Faim, Folie, 
Crime, it breaks! Could an artist, an intellectual 
person as Wiertz was, paint such pictures only for 
the pleasure of reproducing the horrible? No! That 
was not possible! He must undoubtedly have had 
other reasons. 

We shall see that each one of his pictures had an 
aim, «pleaded a cause >. 

L’Enfant brélé, Les Orphelins, Faim, Folie, 
Crime were painted with a philantropic aim. 

As for the first picture the fact had happened 
as the artist reproduces it: an unhappy woman, 
mother and widow, had been obliged to leave her 
child alone during the hours when she had to leave 
the house, but also during the time she spent wor- 
king, to provide for the wants of her simple hou- 
schold. Then, coming home one winterday from her 
work, she finds her poor little one almost charred! 


Horvror!... 
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The press tells this heart-rending « bit of 
news», the artist is moved by it and listening only 
to his kind heart, he paints the picture existing 
in the Museum and has announced that the public 
will be admitted to see the scene of misery, repro- 
duced in painting, claiming a low entrance-fee. The 
amount will be for the poor woman, whose child 
is dying. Each time one talked about this picture, 
one forgot to mention how and why it has been 
painted, and above all one did not cite the sub-title 
which Wiertz had given to his picture L’ Enfant 
brilé as to Faim, Folie, Crime, the sub-title: «if 
there were only infant-schools >. Does not this sub- 
title show us the full idea of the artist? Should 
not this noble philanthropic idea have checked our 
artists detractors, who attacked him on account 
of his pictures? Just so with Les Orphelins: A house 
tumbling down had made orphans; one spoke about 
it in the homecircle in the evening, one narrated 
the awful scene just occured: Wiertz, hearing this, 
made a rough sketch. Next morning, listening only 
to his first inspiration, he makes hurriedly from 
his sketch, remodelling it, a topical picture and or- 


ganises in his studio a beneficent concert, during 
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which the picture Les Orphelins, was inaugurated, 
which appealed of course to the kind heart of 
the persons present. Do not these examples show us 
without possible contradiction, not only the kind 
heart of our painter, but also and above all his 
spirit always awake to the solving of the pro- 
blems to ameliorate the fate of his fellowmen? 

) These pictures were severely criticised in many 
works of art; one profited of them to «cut up» 
the artist; without wishing to admit the aim for 
which they had been painted. Far from me to discuss 
here the artistic side of his works, which are to 
be regretted from this aspect, but I think there 
were other pictures which were far more mediocre 
than those I just mentioned, which had their useful- 
ness in the eyes of artist. 

| i will speak about La Jeune Sorciére, La 
Curieuse, Le Concierge, Le Chien dans sa_ niche, 
Le Miroir du Diable, La Fable des trois souhaits, etc. 
These pictures, to my mind, are not worthy of 
Wiertz; it is difficult to see the «why» of these 
works. Is the explanation to be found in the mania, 
which Wiertz had, painting, for recreation, optic 


illusions? We may believe it; but what is sure, 


US 


is that our artist did not at all appreciate these 
pictures, for nearly all bear the symbolic red M, 
or simply the word «bad» written by the hand 
of the painter. 

After having made this statement, has one not 
the right to think that, if Wiertz had not had such 
a sudden death, he would not have suffered those 
works io exist, and many others perhaps, since 
already in 1848, the artist wrote to the minister, 
as one has already seen, «I do not sell my works, 
because keeping them always at my disposal, I can 
perfect them daily, and, at the end of my career, 
destroy them if they are not worth bearing my name 
in the future... » 

Beside these regrettable « passtimes » Wiertz 
had however executed important works. 

Reviewing the works produced since his « prix 
de Rome» and beginning with the Patrocle going 
past La Révolte des Enfers and Le Triomphe du 
Christ, to come to Phare du Golgotha, of which [ 
shall speak later on, one finds chronologically: Le 
Christ au tombeau and its two wings, Le Portrait 
de Mm»: Loetitia, mere de Napoléon, La Esmeralda 
and the Quasimodo, L’éducation de la Vierge, La 
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Fuite en Egypte, Nymphes, Satyres, Jeunes filles 
a la toilette, La Belle Rosine, etc., etc., painting 
subjects, I shall say, in other words subjects most 
fit to make a good use of the division between dark 
and light. The Patrocle was an episodical subject 
taken from Homére, this youth-work still bore the 
stamp of academical traditions; La Révolte des 
Enfers, likewise an episodical subject, had been in- 
spired by the Paradise Lost of Milton. Here the. 
composition is getting already more free, the artist 
will liberate himself from the academical influences. 
Then follows Le Triomphe du Christ, in which the 
vision has enlarged itself completely, Wiertz is now 
in full possession of his means. The subject as well 
is a creation in which he feels at home; for the 
first time he dares aspire expressing in his picture 
a philosophical idea. 

So much about his great works of this period. 

Comtemplating the pictures of less importance, 
one will have to state the same thing. 

Le Christ au Tombeau, L’Education de la 
Vierge, La Fuite en Egypte, the Nymphes, the 
Satyres, the Nus, are subjects having been inter- 


preted by artists of every epoch, and when he 
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paints La Esmeralda and the Quasimodo, it is 
after having seen Victor Hugo, and in illustration 
of this. 

Settled in his vast studio, the astist begins — 
to think much more about the subject properly spea- 
king; he begins wishing to express ideas with the 
pencil. 

From this moment he seems to bee possessed 
with a kind of fever to make productions as quick 
as possible. To begin with, Wiertz undertakes two 
large compositions: Le Phare du Golgotha, and 
Un Grand de la terre. 

The subjects of these two pictures are epi- 
sodical like those of the Patrocle and the La Révolte 
des Enfers. 

Le Phare du Golgotha is on the whole «an 
elevation of the cross», but this subject, which has | 
been often treated, was seen by Wiertz in quite 
a personal way. 

The chief originality of this picture, I was 
going to write the chief daring, lies in the fact 
thet the Christ on the cross has not been painted; 
the artist has substituted it by waves of light which 


traverse the immense picture through and through 


SPE 


and produce an enormous effect of light and shade. 


The artist must have certainly possessed much power 





« Human Power has no limit » 


of will not to yeld to the temptation ‘ot painting a 
beautiful Christ on the cross, before which the 
crowd would have been in ecstasy! 

The second originality is to be found in the 
interpretation of the subject. Wiertz has dared to 
show a Roman centurion exciting the slaves to zeal 
with lashes. These pariahs give a supreme effort 
to raise the cross, to which He, who is about 


to suffer for them, has been nailed. The poor men 
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did not understand that they crucified their saviour 
himself! 

But why the great effort of numerous well-built 
slaves, to raise a cross bearing only a puny body? 
It is because Satan, understanding the future power 
of the divine Martyr, pushes the cross back with 
all his energy! 

All the coarseness of despotism personified in 
the centurion, is needed to elevate this beacon, which 
from Calvary, speads its dazzling and immortal 
light all over the universe. 

The subject of Un grand de la terre as the 
Patrocle, as the Lutte homérique was derived from 
Homer; it is an immense illustration of the sublime 
Odysseus. | 

The gigantic Polyphemus keeps the companions 
of Ulysses as prisoners. The king of Ithaca draws 
the sword to blind the son of Neptune. Though 
this subject is not absolutely episodical, according 
to one of his historians, Wiertz would have wished 
to see in it intelligence struggling with brute force. 

As much as one can love the composition, ~the 
harmony of the Phare du Golgotha, so little one 


can admire the Polyphéme as a whole. The domi- 
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nating idea indeed is: the wished grandeur of the 
Cyclop for the littleness of the king of Ithaca, but 
this composition is far from happy, and one must 
take a good look of it to grasp its meaning. The same 
about the Lutte homérique, composition uselessly 
vast. The work ‘is a mistake. Where is the artist 
who has never committed one? It is a blot in the 
whole collection; dating from 1853, it is the first 
large picture which Wiertz executed in his new 
studio. Would not this be the cause of the mistake? 
Le Phare du Golgotha, the Polyphéme have been pain- 
ted according to the «dead method». One feels 
the author’s wish to make use of light and shade, in 
the first of these pictures, the rays of Jesus's 
apotheosis provoke him; in the second, its cause 
and its reason are to be found in the fire lighted 
by the giant. Le Phare du Golgotha forms, so to 
speak, the transition between the first way of seeing, 
of grasping the subjects to be treated and the second. 

The artist paints a biblical subject well, but 
he represents it in such a way that to tell the 
truth the subject is lost in the interpretation. After 
having executed these large pictures Wiertz enters 


upon his second and last method. From this moment 
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he is going to produce the large compositions in 
which the idea dominates. We shall analyse them 
later on. 

Wat was this «dead method»? Why did the 
artist use it? According to him, the pictures in 
oil-colours took too much time to dry and, besides, 
the «<darke spots» in them were a night-mare to 
him: he therefore would seek a method free from the 
material difficulties, which are necessarily found 
in the method invented by the Van Eycks. 

Another reason was his wish to substitute the 
«fresco» which had such a short life in the nor- 
thern countries. After a lot of trouble he thought 
that he had found his method, « dead painting», and 
explains the advantages in a pamphlet. But, alas! 
that was the domain of chemistry and time seems 
to show us that Wiertz had been mistaken, the 
pictures painted in this method have a tendency to 
become pale. The painter howener thought he had 
succeeded, for, from this moment, he uses no other 


«method» for any of his large pictures. 


In his youth Wiertz full of enthousiasm for 
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the great masters exclaimed: « To make the Trans- 
figuration of Raphaél and then die!» Does not 
this speak to us, of the deep reverence with which 
our artist was inspired by the masterpieces of art? 
In these few words he would tell us what was 
his aim in life, and the ideal he wished to attain. 

At mature age, under the influence of his 
surroundings, the lofty humanitarian ideas of his 
age, our artist totally changed the direction of his 
art; he appears to bid farewell to the dream of 
his youth; the pictorial perfection of his works, 
and hence forward to like strive to produce, in a 
feverish zeal, many noble and beautiful ideas and 
express them plastically. 

In the future he will occupy himself with all 
the great social problems, from the defence of the 
hearth, threatened by the disasters of war down 
to the serious question of capital punishment, still 
unsolved now-a-days. He will try through his art 
and in the face of the entire human race, to treat, 
to plead, to solve even if possible, not only the 
problems of present society, but even to point out 
those of the future. 


His thoughts soar in the air; «the space between 
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the moon and the earth is his dwellingplace, his 
mind is constantly in the track of the stars; their 
brilliancy is portrayed in his works, the milky way 
is depicted and the audacious phantom of the future 
races travelling towards the stars are embraced in 
them. Wiertz is the lyric painter». A true word, 
Antoine Wiertz’s lyre always vibrated, under the 
impulse of his great heart conjuring for the masses 
the noblest humanitarian ideas with sympathetic en- 
thousiasm. 

However, during long years, Wiertz suffered 
physically and mentally. His physical weakness 
prevents him working as he would have liked; this 
fact makes him suffer mentally to a high degree. 

But he was happy enough to be able to achieve 
what he modestly called: «the preface of his 
work»; the work in which he wanted to represent 
the entire history of mankind. And then it is, that 
carried away in imagination by an epic breath, there 
was born, what I cannot express better than by 
quoting the correct appreciation of Camille Lemon- 
nier: <the idea depicted art in pictures with 
theses >. 


Here follows the series of his works in which 
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Wiertz shows in his profound horror of war. 
The military painters wished to glorify their position 
contrary to nature by painting the great battles 
of history, representing the different scenes in the 
life of a soldier : human beings, killing one 
and another for reasons, which they often neither 
knew, nor understood. In our age the nations feel 
the great need of making peace, at any price! 

Wiertz was in advance of his age when he shows 
Napoleon in the nether world in one of his best 
known pictures. 

However one should take the person of Napo- 
leon symbolically; he symbolises in him conquerors 
«as a whole»: Bonaparte is here the personni- 
fication of the deplorable genius of war, to whom 
mothers, daughters, fathers, sons, come with rage 
in their hearts, calling him to account for the in- 
human butcherings, the slaughters which his genius, 
in the service of his pride, prepared, executed. He 
does not mind, he is a despot, without feeling; 
the heart of these heroes (!) is of stone. 

Two other pictures of his distinctly protest 


against the horrors of war: Le soufflet d'une dame 


belge and La Civilisation au XI X™*siécle. We have 


ae 


a letter of Wiertz to the burgomaster of Dinant, 


in which the artist explains his two works: 


Mr. Burgomaster, 


Tlistory tell us marvels of the courage of women 
whereever the liberty of a people was threatened. 
Would our gentlewomen be inferior to those of 
history, in the circumstances we dread? [t would 
be an injustice to doubt them. Let us make forget 
ranges for them to practice at; let us open compe- 
iitions where prizes will be offered to them. Half 
the population consists of women; is not that a 
great power? Each woman has two arms, each 
arm might arm itself with a revolver, each revolver 
may contain a bullet, to punish the hostile soldier, 
that would dere to approach even the domestic hearth. 

Women don't fight in the battle-field but they 
may defend the inviolability of the family... > 


This explains Le soufflet dune dame - belge; 
Wiertz, seeing himself disarmed in arresting, for the 
present, the terrible scourge, looks out, at leasi, 


for some means to prevent one of the greatest 


ae i eset 


calamities that always accompains it and of which 
he gives us an episode in La Civilisation au X1Xe 
siecle. He even stigmatizes in it the abuses to which 
man may descend, intoxicated with gun-powder and 
blood, respecting nothing, neither family, nor mother 


nor child... 


De la Chair a canon shows us the great, the 
eternal contrast; life only just budded forth, close 
to the murderous weapon invented by men. The 
meadows are dotted with flowers, the prattle of 
the cherubs mingles with the murmur of the vernal 
‘zephyr, it is the springtime of life, and the spring- 


time of nature, it is the future. 


Alas! there, not far from these poor little 
ones, who are playing soldiers, for fun, is the deadly 
weapon, which will afterwards, for a quarrel between 


the great ones of this world, cut away all this 
power, all this life, and will make «canonflesh... » 


of it. 


...Chair d’amour dont on fait de la chair a canon... 


« Loveflesh of which one makes cannonflesh... » 


as the poet has said. 
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The contrast is terrible, it awakes in us dis: 
gust, even revolt; this was Wiertzs wish. 

Continuing the series of stigmatizing pictures, 
disapproving of war, Wiertz paints Le dernier canon, | 
large composition measuring 6™13 by 997. 

Here the idea which dominates it has been 
clearly expressed: no more wars, no more slaughters, 
no more boundaries even! In the future, Scien- 
ces, in short civilisation triumphing in Peace. 

In ihe middle of the picture « Progress » breaks 
with in hands the cannon, symbolising war, as if 
it were a mere straw, whilst a genius sets fire to 
the milestone elevated by men; at some little dis- 
tance, Civilisation resumes its victorious march, 
momentarily interrupted, surrouded by « Science, 
Painting, Music», as well as by « Work, Agri- 
culture and Industry», whilst the genius of Peace, 
with a noble and broad gesture, spreads its kind- 
nesses over the earth devastated by the calamities, 
of war. 

Wiertz shows us war, in all its horror, in our 
unhappy world; there are incendiary, pillage, heaps 
op dead bodies, mutilated pierced by weapons as 


divers as they are barbarous: swords, lances, arrows, 
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darts. Near these horrors, women, children, aged 
parents, are weeping, whilst over them are still 


flying arrow-shots! 





« A scene in Hell » (Napoléon) 


In the barkground the guillotine lifts its gloo- 
my profile on a horizon all ablaze! 

Happily, Science, Art, Work, having for guide 
Civilisation will, in the futur, glitter with pure 
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lustre. With universal peace, the great discoveries 


will be born. 


Ah! this dream of universal peace, indeed 
Wiertz expressed it in this picture most wonderfully! 
And who knows if a czar visiting the Wiertz 
museum one day, will not be ashamed, facing the 
great idea of the painter, at the things accomplished; 
who knows, if continuing his visit and pausing before 
Une scéne de | Enfer, understanding the master- 
idea of this work, take from the history of the 
bloodthirsty heroes of whom often have been made 
half-gods, who knows if his soul will see the true 


light, the light of kindness, of reason, of fraternity! 


For, what will seem to be the things of the 
present to the children of the future ? Banners, crosses, 
glorious eagles, triumphal arches?... Hardly any- 
thing, nothing at all, atoms in the immensity of past 
centuries! Wuiertz would express this thought in 
Les choses du présent devant les hommes de I'ave- 
nir, a picture which suggested to M. Watteau the 
amusing and witty phantasy which we are about to 


read: 


« What are these funny curiosities at which these 
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men of the future are looking with a mocking air, 
and with a concentrated look which shows that very 
small things have been treated here. What objects 
recline in the giant's powerful hand? Without doubt 
some marvelous game of hucklebones, fit to amuse 
the children; an ivory ball sculptured by human 
patience; some former fancy, rediscovered by the 
men of the future? They are no hucklebones, no 
ivory balls, which cause the hilarity of these per- 
sons, these amusing objects will appear to them 
very serious indeed beside the drollery there before 
their eyes... What kind of protecting- hat is that, to 
put on children’s heads when they are still tod- 
dling? (one of the young men of the future asks). 
That, answers the old one, is a crown. What's the 
use of it? Formely he who had the great honour to 
cover his head with this troublesome head-dress, 
also picked up that stick which you see there close 
at hand, and which one called: a sceptre. The 
he possessed omnipotence and ruled men like a 
shepherd did his flock: hoywever, to tell the 
thruth, he led them far more to the slaughter-house 
than to the manger. Come then! You mock 


us, the inquisitive lips say, which are seen ‘smiling 
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with a doubtful air on the figures placed in the 
background of the picture. 

« By no means! replies the man of the future. 
Do you see this? They called that a cannon. This 
tube, filled with case-shot and gun-powder started, 
as soon as a spark approached it, and the case-shot 
went to enjoy itself in the entrails of human beings, 
compactly piled up, that not even a tiny piece of 
iron or lead might enter anywhere than the living 
flesh. So it is that the bearers of crowns were ac- 
customed to put and discuss the questions between 
them. You are mistaken, my friend! Never men 
have been so stupid! And yet they were! Do you see 
those unbelievers!... Do you see those bits of mate- 
rial tied to wooden sticks? Yes, you do. Now then! 
Silly ones, having no valid right, not a bit of bread 
secured, more shorn than the sheep, but at home in 
all stupid works, had themselves killed barefaced 
for the colour of this piece of material. Still bet- 
ter! Do you see that little star of brilliant metal. 
It is less than nothing. Notwithstanding, our poor 
aged ancestors, being grown-up children, called that 
a cross, and to get that bauble, one made them 


go through fire and water, one sent them from the 
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torrid zone to the polar seas. Friend, you trifle 
with poor ancestors! No, by Jove! It is so! 
You can still see the ruins of his monuments which 
were called triumphal arches, and which had been 
elevated in honour of those who had become famous 
because they had organised the biggest circuses in 
which men devoured one another... » 3 

In this way, one night, «the men of the future, 
were speaking in Wiertz’s studio about the things 


of the present», our author added. 





« The cutting 
head » 





Works with a thesis. — Ideas of the art critics about 
: the mission and work of Wiertz ,,. 


Continuing to prosecute our poor humanity, 
Wiertz attacks capital punishment in 1853 and paints: 
Pensées et visions dune téte coupée. 

Our artist had often asked himself, with many 
of his contemporaries, whether human justice had ° 
ihe right to descend to the charnel-house. 

In the past, one had seen the horrors of hanging, 
the poets Villon and Gringoire have left us gloomy 
pictures of it. In Russia, justice made progress and 
still is making progress though slowly, likewise in 
Spain, where strangulation existed and still exists. 


France would put itself at the head of progress 
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and against the end of the XVIIIth century, a 
physician invented the guillotine, with which, he 
said, death was quick, complete. 

But other scientific men put this tremendous 
question to their colleague: « Have sensibility and 
pain really been extinguished, at the moment of 
decapitation by the guillotine? » 

After many investigations, studies, discussions, 
they found they might admit that «pain persisted in 
the brain for a time more or less prolonged after 
decapitation >. 

Then human conscience revolted! Some blamed 
the guillotine; others, more human, condemned at 
once capital punishment itself. 

Wiertz was, as many others, touched by the 
terrible assertion of the wise men, and when the last 
heads were falling on the scaffold in Belgium about 
this time, he resolved to take advantage of these 
circumstances to try to answer this question: « Does 
the head after separation from the body, still retain 
for some seconds the power of thinking ?> 

According to him, capital punishment had to pe 
abolished in the name of civilisation. 


Wiertz had the courage, accompanied by M. 
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D..., to get admittance to the scaffold, and by cer- 
tain means, too long to explain here, he thought to 


get some answer from the head of the convict. 


These answers were in the affirmation, the 
convicts head «thought, suffered after decapita- 
tion >. 

Men like our painter very quickly go «from, 
the cause to the effect», Wiertz then considered the 
application of capital punishment as vengeance, and 
he resolved to write with his pencil (allow me 
this liberty) a plea against this barbarous usage and 


above all against the guillotine. 


Then it was that he executed Pensées et vi- 
sions dune Téte coupée. There also exists in the 
Museum Une Téte coupée, being the convict’s head; 


it has been painted from nature. 


In his triptych Pensées et visions dune Téte 
coupée, Wiertz wanted to show the suffering endured 
by the guillotine during the three first minutes spent 


mm eternity. 


Having finished his work, the artist wrote to a 


friend: «My picture will perharps serve as an 
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argument against capital punishment one day, I[ 


hope so». 


At last we come to the work in which Wiertz 
wanted to show what height human intellect might 
attain if it succeeded, in the future, to liberate 
itself from the fetters in which it had been kept 
since ages; it is La Puissance humaine na pas 


de limites. 


This picture is indeed the most audacious of 
the subjects, which Wiertz produced in the series of 
works which had to bear, in his idea, the title of: 
Histoire de l'avenir de I’ humanité. 

It is not only our world, which, in the dream 
of the lyric painter, will be submitted to the genius 
of our race, in the future, it will be the whole uni- 


verse ! 


Mr Camille Lemonnier was right when he said 
of him: « The painter, you see, belongs to the race 
of the great visionaries. Like Hercules, he had the 
centaur education, in the midst of the sacred hor- 
ror of the mountains. To be at his ease, he reaches 
space and mounts his horse, across the horrors. 


Fiigh up, he sees face to face the pure idea, he 
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approaches the suns, and, coming down again, he 
remains near the giddy summits... > 

Our painter wanted to give the interpretation 
of his work himself: we can't do better than give 
here the very words of the artist: 

« When full of belief in his high destiny, man 
will have forgotten the little things which occupy 
him daily; when nature will have become obedient 
to his voice by his deep studies, his numerous dis- 
coveries, then his genius will have lorded over the 
wide range of the skies, he will take up his abode 
there, will touch the stars with his finger, and 
always desirous of grandeur and might, he will go to 
demolish, in accordance with his wishes, these mil- 
lions of worlds rolling about in the immensity of 
the heavens. » 

This idea of the triumph of intellect has been 
often symbolized in Wiertz’s work; still in this 
train of thoughts it is that he sculptures Le Triom- 
phe de la Lumiére. Wiertz shows in it civilisation 
triumphing over error, power brought to the ground 
by thought. It is indeed the triumph of light over 
darkness, over the darkness of ignorance! 


Still, always in the vanguard! Always mighty 


ee 


generous and great ideas expressed by the brush or 
by the chisel! 


Miss Van de Wiele has however found that 





Famale bathers and Satyres 


(Original drawing) 


in all his works there remained « the chaos and 
the dream, a disordely exploitation of funds taken 
from literature, badly represented by the author, 
and which besides would not fit the plastic arts, 
which are far more material than intellectual and 


quite incapable to express, with the instruments they 
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have at their disposal, certain very transitory thoughts 
belonging to the domain of music or poetry... » 

An other critic, M. Lagarde gives the answer 
to this; here it is: 

«Is the art of painting only destined to please 
the eye and to produce pleasant sensations? Has 
it not a nobler mission, to perfect man’s morals? 
And may not the painter become the competitor of 
the dramatic poet, of the orator, and of the phi- 
losopher? Wiertz will undoubtedly have put these 
questions to himself, and he will have said like 
Chateaubriand, that the gifts of intellect, if they 
wont be mere childrens play, must be applied to 
a useful end, to a social end. So he has not only 
produced art for art's sake; at the foundation of 
the greater part of his picture there is a striking 


purpose, always serious, always elevated ! » 
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“ The Entombment of Ghiies . 


The Wiertz Museum, its tendency. — A poem of André van 
Hasselt. — The “ idea art ,, in pictures with thésis. — 
Wiertz has sacrificed “ the art of painting ,, in reality, to 
plead noble principles. 


Penetrating into the big hall of the Wiertz 
Museum, where no ornament is to be found, we 
are carried along, not only far from the trifling 
things of the world, but above all we feel our 
minds clouded by the touch of the great humanitarian 
ideas of the master. 

Do we believe to hear at the first steps the 
clashing of the swords in the homeric battles, the 
smashing of the rebellious angels under an ava- 
lanche of rocks, the triumphal cries of Jesus's dis- 
ciples, the frightened flight of Satan with a great 


flapping of wings, we also believe we hear the 
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imprecations of the women, of the mothers in the 
face of the horrors of war, pursuing the tyrants 
down to the nether world, the exhausted grumbling 
of the « last cannon >» and dominating all, the 
great voice of humanity, reclaiming peace, liberty, 
goodness for the whole world. 

It is not only the ideas of the past, going to 
crush themselves for ever on the great and hence- 
forward immutable humanitarian ideas of the XIX¢ 
century, but it is above all dreams of future sociéties 
founded on Arts, Sciences and chiefly on Peace; 
future sociéties in which the power of man, arrived 
at its culmination, will have only one aspiration, 
only one end: Progress. 

For by removing error after error, the shadows 
will gradually disperse, and the human race will 
arrive, thanks his intellect, his greatest gift, to 
Progress. It will elevate itself, with upward flight, 
to the light. Might there be halts, never mind! 
In spite of everthing, man will walk, guided by 
Progress, slowly but surely towards the good, 
towards perfection. 

The religion of the future will then, according 


to our artist, have to be belief in Progress. 
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It is for this idea, that Wiertz struggled, pleaded, 
suffered; and here he was a child of his age. 


The poets always were enthusiastic about 
Wiertz’s works; we have read the verses left in 
his studio, at the exposition of the Triomphe du 
Christ, I can't resist the temptation of quoting here 
the beautiful verses of André van Hasselt to 


Wiertz: 


Maintenani, mon ami, te voila parvenu 

A ce faite idéal, de la foule inconnu, | 

D’ott ton esprit planant sur le monde ou nous sommes, 
Contemple de plus haut les choses et les hommes, 

Et sonde, au jour nouveau dont s’éclairent tes yeux, 
L’abime de la terre et ’abime des cieux. 

A tes regards, remplis de visions austéres, 

La nature se montre avec tous ses mystéres 

Tu lis ce livre ouvert, assis en ton milieu, 

Dans la création, ce poéme de Dieu, 

Comme dans l’4me humaine, enfer profond et sombre, 
Ou mille passions se déménent dans l’ombre, 

Chaos obscur, peupié de démons ténébreux, 

Qui luttent dans la nuit et s’acharnent entre eux; 

Et, pareil a Jacob, dans tes songes étranges, 

Tu vois marcher l’essaim riant et pur des anges 

Sur l’échelle qui lie a la terre le ciel, 

Au royaume des temps le royaume éternel ! 
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C’est le triomphe aprés la lutte, la victoire ; 
L’aube éclatante aprés la nuit épaisse et noire ; 
C’est l’accomplissement du beau réve qu’hier 
Poursuivait ta pensée, 6 peintre ardent et fier! 
Ah! quw’importe aujourd’hui qu’une brume profonde 
Ait dérobé longtemps ton orient au monde, 

Et longtemps empéché ton radieux soleil 
D’épandre ses splendeurs sur l’horizon vermeil ? 
Quw’importent maintenant que la lutte est finie, 
Les assauts que livra la haine a ton génie ? 

Car tous les vrais soldats savent que les drapeaux 
Déchirés par le fer sont aussi les plus beaux. 

Et tu savais qu’un jour, lutteur que rien ne lasse, 
Dans notre Panthéon tu trouveras ta place, 

Et que de ton passé, morne et vain souvenir, 
Comme l’arbre du, gland, sortirait l’avenir. 


Sourd aux vaines clameurs, travaille, persévére, 
Ressuscites a nos yeux, peintre grave et sévére, 
Les exemples vivants dont notre 4ge empressé 
Epelle les récits aux livres du passé, 

Et les hautes lecons de courage et de gloire 
Que raconte au présent la bouche de histoire. 
Feuillette tour a tour, penseur éblouissant, 
L’lliade et la Bible avec ton doigt puissant. 
Toi dont l’antiquité fut la muse et la mére, 
Puise au double océan de Moise et d’Homére. 
Va du saint patriarche au poéte fameux, 

Et reste toujours grand et sublime comme eux. 


« Now, my friend, thou hast reached that ideal 
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height, which the multitude does not know, and 
from which, thy spirit, hovering above the world, 
where we are, contemplates and sounds the abyss 
of earch and sky in the new light by which thine 
eyes are illuminated. Nature, in all its mysteries, shows 
itself to thine eye filled with solemn vision. Thou 
readest creation, that poem of God, the book open, 
sitting in its midst like in a human soul — a 
deep and gloomy hell — in whichathousand passions 
rage in its shadow, dark chaos populated with the 
demons of darkness, who furiously fight in the 
night: and like Jacob, thou seest in thy strange 
dreams, walking along the ladder which unites hea- 
ven and earth, the kingdom of time united to the 
eternal kingdom, the laughing and pure flight of 
angels! 

It is the triumph after the struggle, the vic- 
tory; the brilliant dawn after the thick and black 
night; 

It is the fulfilment of the beautiful dream, 
which pursued thy thought yesterday, oh ardent and 
high-spirited painter! Oh, what does it matter now, 
that for a long time thy brilliancy was hidden from 
the world by a thick mist, which has prevented 
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the radiant sun to spread its splendours over the 
ruddy horizon? 

What hinders the attacks of hate at thy genius, 
now that the battle is over? 

For all true soldiers know, that the banners, 
which are rent by iron, are indeed the most beautiful 
ones. And thou, never tiring warrior, knewest, that 
thou wilt find thy place in our Pantheon and that 
the future will arise of thy past, adull and 
vain memento, like a tree out of the acorn. 

Deaf to vain clamour, thou, grave and severe 
painter, work, persevere, revive before our eyes 
the living examples of which our ages spell the stories 
in the books of the past, and the lofty stories of 
courage and glory which history’s mouth relates to 
the present age. Peruse alternately, lofty thinker, 
the Iliade and the Bible with thy mighty finger. 
Antiquity was to thee muse and mother. 

Draw from the double ocean of Moses and 
Homer, go from the holy patriarch to the famous 
poet, and always remain grand and sublime as 


t 
they are. > 
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Even in this poem, so enthusiastic, allusion was 
made to the difficulties which Wiertz had to sur- 
mount, «to the attacks which hate made on his 
genius >. 

In 1898, an historian of Art, M. Dujardin, 
at last did justice to Wiertz, writing: 

«... Wiertz was misunderstood. The present 
has done him some justice. The future will judge 
his works still better. But the past was inexorable 
for him, especially in the beginning of his career: 
his writings give evidence of this, punctuating the 
history of his pictures... > 

« The future will judge his works still better >. 
I am firmly convinced of this. But so it is neces- 
sary not to forget that Wiertz, painting. his pictures 
with thesis (let us take Mr Camille Lemonnier’s 
word, it is right) would give, undoubiedly, useful 
work. And to reach that, he did not hesitate; he 
sacrificed his art itself: painting. 

Our artist was too refined, his intellect was 
too high not to feel, that by subjugating his art, 
I should say, to the great humanitarian ideas he 
wished to represent, he banished it to the second, 


not to say to the lowest rank. 
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Henceforward the perfection of the pictorial 
work becomes a secondary thing to him. 

That will perhaps astonish you, from a man 
loving his art passionately as Wiertz did. 

It is easily explained and very simple. We 
have seen that Wiertz had not been very happy 
in his career as an artist, that his contemporaries 
treated him inexorably, especially at the beginning 
of his career. | 

I’ve shown the difficulties he had to overcome, 
the battles he had to fight. In the midst of these 
struggles his temper grew sour. « Hate> itself had 
taken root in his morally injured soul, whilst his 
physical being suffered. 

The hate, no; rather the rebellion against the 
stupidities of society, as it had appeared to him. 
He had thoroughly read the philosophers, the 
historians, the humanitarians and found that in spite 
of the revolutions, even in spite of the evolutions, 
the supremacy of certain castes, despotism still 
reigned | 

This state of rebellion was, in spite of every- 
thing, sincere and thus incontestably beautiful. 

This state of mind made him see that there 
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was a nobler mission for him to fulfil than to try 
creating works of art of the value of the Transfi- 
guration de Raphaél. 

He thought that before everything he had to 
do useful work. And he resolved to be only a 
« painter >. 

He would also add a stone to erect, in a better 
future, a temple for universal goodness and_ bro- 
therhood. 

When the primitive artists painted, with match- 
less ingenuousness, the mysteries, the sorceries, they 
also wished to give useful work. 

They too would show to the multitude always 
attentive to the objects of art, always ready to be 
guided, real sermons making ridiculous the vices of 
humanity, the beauty of goodness, the horror of 
evil. And the «idea» entered just as well into 
their works. They expressed this ingenuously, in 
their way, so that all, but above all that the humbles 
could ‘understand them. These artists were indeed 
children of their age. 

After 1789 and the rights of man, after the 
wonderful tossings of the human conscience, art had 


no longer, as its only mission, to interpret the words, 
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the parables of the divine Saviour. There was more. 
If one had to give to the advanced minds of the 
XIXe century useful work, one had to touch the 


heart of the great problems of the future race. 


Wiertz then had to subjugate his art, his ta- 
lent, his incessant labour, to the idea of liberty, 
of progress, which appeared to have to be the 
foundation of future religion. 

His proselytism was sincere and worthy of 
respect, even although one is not of his mind. 

An apostle of this new form of art, he keeps 
on working without stopping, without relaxation, and 
as his chief aim was to give expression to the idea 
to prevail, his works suffered there by. Henceforward 
carried along by his masterly hand, he makes only 
large sketches, thank to his deep knowledge and 
his great ease in execution. His «dead method» 
is of great advantage to him, for it permits ‘him to 
work uninterruptedly. 

« To do well is only a matter of time», finds 
its explication in this. He really did not give himself 


time to finish his pictures; as soon as the idea was 





Photo Hermans, Anvers 


No 60. — « The Triumph of Light» 


(Wiertz Museum, Brussels) 
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clearly expressed, he put this work aside to begin 
an other. 

As a proof of what I tell, I may cite his 
sketches, his preliminary works. 

For the Patrocle, one finds in the Wiertz 
Museum eight sketches; twenty-four for La Révolte 
des Enfers and eleven for Le Triomphe du Christ. 
There exist eleven preliminary studies for Un grand 
de la terre, and seven for Le Phare du Golgotha. 

To begin with the Dernier Canon, the sketches, 
the projects are far more rare. To tell the truth, 
we find none for this picture, neither for La Puis- 
sance humaine na pas de limite, which however 
are important compositions. 

So it is, when he begins to paint really nothing 
but «Ideas», that the preliminary studies are al- 
most completely given up. 

Does not this kind of statistics show us irre- 
futably Wiertz’s will to create a lot of Ideas in 
as short a time as possible? 

Looking at his immense pictures of his « first 
manner», I shall say, Le Triomphe du Christ, La 
Révolte des Enfers, for instance, one is struck by 


the ease, the firmness with which these large and 
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striking compositions have been executed. It may 
be we do not like this form of art, but one has 
however to avow that the artist who possessed 
such a knowledge, such a science, such a surety of 
design, such a might colouring, undoubtedly would 
have produced masterworks, if he had consented to 
limit himself to paint only «pictures». 

One might say that the pictorial art of Wiertz 
was the first victim of his proselytism. 

Though the artist made few or no preliminary 
studies for his « thesis » pictures, some of his works, 
though quickly executed, are of a beautiful com- 
position. 

La puissance humaine na pas de limite, for 
instance, contains a striking harmony of lines; the 
central group is among the most happy ones, the 
young man who touches the stars with his finger 
has a sovereign nobility, whilst the fair young girl 
who forms the centre of the group has an exquisite 
grace. Even that pretty little darling, fallen asleep - 
with the world in his arms, as bold as it is correct 
in its conciseness, adds its delicious beauty to the 
harmony of the composition. 


The composition of La Chair a canon is equally 
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one of the most successful. This work, in oil-paint, 


has a freshness of colour really astonishing. It seems 


as if it was only painted yesterday. Those babies 
with the flesh a la Rubens tell of a steady hand. 
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« More philosophical as we believe » 
(Drawing from J. Evrard.) 


When Wiertz paints an Idyll and he entitles 


it, wishing to speak of love: « More philosophical 


as we believe», he gets to a charming grace, acom- 


plete harmony of lines, though one feels that 


this picture has been for the artist a mere diversion. 


If these works and many others besides, had been 
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treated after having been studied by the author 
of the Triomphe du Christ, as every work of art 
has to be, they certainly would have represent works, 
which would have been recognised by posterity as 
masterpieces, for though painted in a hurry, being 
really mere «theses» thrown on the canvas, they 


already possessed great, robust, divers qualities. 


Wiertz certainly knew the great danger there 
was, for art, to interpret the great philosophical 
questions of the XIXth century. But he thought to 
live longer, and only considered his works as studies, 
as experiments, as trials from which he is going 


to make works which put his talent in its true 
light, if God grants him life. 


One may say that if Wiertz was the victim 
of his kind heart and of his great humanitarian 


ideas, he was above all the victim of his time. 


Of his kind hearth,when he painted, for beneficent 
works, certain regrettable pictures which, alas ! 


exist still. 


Of his great humanitarian ideas when he wished 
to express by painting too mighty thoughts belon- 


ging rather perhaps to the domain of literature, and 


SS 


especially by thus executing his work, for this reason, 


in a hurry. 


Of his time, because a man, human a he was, 
living in the midst of thinkers, could not remain 
indifferent to the great problems which human 


intellect sought to solve. 


Taking his «works with thesis», all in all, 
free from by-thoughts, it is impossible not to be 
touched at the effort of aman whose life was 
nothing but a long struggle to make his great, 
beautiful and above all utilitarian ideas triumph, for 
his fellowmen, with no hope of any recompense, 


by pure altruism. 


They were, according to some, nothing but 
utopias! If man, as a rule, wants an ideal, the artist 
wants it above all, he who must try by his works to 


make its beauty understood by the multitude. 


And then, moreover, have not the greater part 
of the utopian conceptions of the past been necessary 
to the onward movement of progress? Has_ not 
Lamartine correctly said that: «utopias often are 
nothing but premature truths». Surely, one can't 


say that all ideal things are or will be possible in 
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the future. But what is sure, is that the utopia 
plays an important part in society. 

| Wiertz was then a utopian, he was in advance 
of his time, but have not the principal utopias 
represented in his works become almost realities, 
after fifty years ?... 

He would do useful work. Did he succeed? 
He addressed the multitude and wanted to show, 
to explain to them, by pictures, great philosophical 
and above all humanitarian ideas. Following the 
example of the primitive artists, he chiefly addressed 
the humble ones, knowing that they could not know 
these ideas from books as the privileged, the in- 
tellectual ones did. By touching the mind of the 
simple ones by picture, he has perhaps done useful 
work. 

Was he right in partly sacrificing, perfection © 
in art, to theses? 

This would be, as he would have told us 
himself «a discussion with an impossible end». | 
think so myself. 

If some people are right in thinking that the 
artists who create beauty, are doing useful work, 


thus planting the sense of beauty in the minds of 
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the multitude, are not the others right as well 
in thinking that the mission of art is to elevate 
the spirit of the humble, making them «see», far 
easier than «read» the great philosophical principles 
which Goodness, Liberty and above all Progress 


preech: «march onwards! » 
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No 51. — « The parties after Christus » 


(Wiertz Museum, Brussels) 





No 54. — « The things of present in presence 
of the men of future » 
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« Quasimodo » 





The last thoughts expressed in painting. — « Les Partis jugés 
par le Christ « and » Les Partis selon le Christ ». — Last 
Conversation. — Death. — The Will. — Foundation of 
the Museum. 


In 1864 the immense studio was completely 
peopled with thoughts, and needed enlargement, 
because, in the painters dream, human power had 
no limits and would create then and for ever great 
and mighty ideas! 

But, alas! Master, human power has its limits! 
And you, you should know that, having been rudely 
struck down by a disease which seldom spares its 
victim, and taken away from your art by premature 
death... 


Your «always feeling tired» pointed out to 
11 
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you the limit of human power! In spite of everything, 
you would still work, create beautiful things, and 
it is from this epoch that among other works, 
Le Suicide and Une seconde aprés la mort date. 

« Selfmurder » he thought of this, but in spite of 
his sufferings, to take his life was, according to 
him, cowardice, running away, and it is with thoughts 
like these that he painted his picture: the Angel of good 
veils its face, whilst, beautiful like Satan, the angel 
of evil triumphs! On the table, a piece of paper 
written with a hasty pen contains what implies the 
negation of everything: «There is no soul, there 
is no God! » 

No, Wiertz had to express far too many great 
and beautiful ideas to take leave of like as a coward 
and it is in this idea of the beyound he thought 
near, that he paints Une seconde aprés la mort. 

The book of the human passions is lost in 
immensity, in oblivion, the spirit mounts, mounts 
ever higher in the ether. Our earth, the hearth 
of science, arts, works, appears infinitely small, 
far away, very far, and yet it hides in its bosom 
all the passions, all the hates. 


Wiertz having become master of himself again, 
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will however, in spite of his physical and mental 
sufferings, still express two sublime thoughts, called 
to strengthen the alliance of adverse parties: Les 
partis jugés par le Christ and Les partis selon le 
Christ. 


Jesus has lately died on Calvary, for the 
brotherhood of men and the peace of the world. 
However, discord reings on this ungrateful world; 
in spite of the words of goodness of tolerance 
of the immortal Master, the crowns of Saint Peter 
and of the earthly potentate struggle for sove- 
reignty with the masses. A  fraticidal struggle! 
Jesus veils his face before this, before the suc- 
cessor of Saint Peter striking the people with the 
cross of Calvary! What Jesus would have wished 


was: peace, concord, clemency! 


This fact has been masterly interpreted in the 
second, and, alas, last work of the master: Les 
Partis selon le Christ, grand dream of universal 
brotherhood ! 

And here are the last thoughts of goodness 


Wiertz was enabled to execute... 


Death came «and never will one know what 
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creations that June night, coming too early, buried 
ina coffin of lead! » 

To the end he dreamt of producing still useful 
humanitarian works. In his delirium he cried: 
« Quick, my palette, my pencils, quick... what a 
beautiful picture I am going to make!» and he 
made the gesture of pushing his thumb into the 
hole of his palette. 

His last conversation with the friend he made 
the executor of his will, contains deep philosophy. 
It has been reproduced on his tomb and treasured 
up for us: 

«I will always remember these last words. 
He suffered; a troublesome hiccup shook for some 
moments his strong chest; but his power of will 
and thought was uninpaired. He entrusted his last 
instructions to me. He told me: It is nothing for 
humanity, when man is dying. But being oneself 
in the case, it is a serious thing to stand before 
this terrible enigma of death. — We have sometimes 
read together the great words of Socrates, reported 
by Plato; I repeated them to him: Wiertz, don't 
you know that we have an immortal soul? He 


fell into a dreaming; then, after an increase of 
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suffering: «Why am I troubled by those foolish 
diseases, he said, I that have never been guilty of 
a single excess?» You have sacrificed yourself for 
your art, my friend, I told him. — And to distract 
his thought of the idea of death, I added: But 
your constitution has resisted stronger shocks, and 
you have still many masterpieces to do. — What is 
the use of my imagination at present? he said, 
One is easily loosed of human miseries. — You have 
often repeated to me, I said to him, however highly 
elevated a sphere may be supposed to be, however 
highly perfect a race or intellect may be, there 
is, whereever there is a thinking and feeling, being 
this superior manifestation of thought and of sentiment 
which one calls art.— That is true, he said, God 
himself would be imperfect if he was not an artist.— 
It was the last word of this final conversation. We 
shook hands for the last time. Two days later, 
Belgium and modern art had to deplore the death 


of a man of genius. 


Wiertz died the 18th of June 1865, at ten-o clock 
in the evening. He had 59 years. 
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He day before his death, knowing himself lost, 
as the anthrax of which he suffered had grown 
virulent, he had written with his own hand_ this 
simple sentence: «<I appoint my friend Charles 
Potvin as my sole executor >. 

The 22nd of June this will, deposited in the 
hands of a notary, was opened. The 24th the sole 
executor presented to the State the project of his 
donation. 

According to the different agreements passed 
between the artist himself and the State, Belgium 


had to inherit, in full property, seven pictures: 


1. Le Patrocle. 

2. La Révolte des Enfers. 
3. Le Triomphe du Christ. 
4. Le Christ au Tombeau. 
5. Eve (wing). 

6. Satan (wing). 

7. Le Phare du Golgotha. 


Moreover, the State would come into  pos- 
session of the frescoes which Wiertz had taken 
upon himself to paint in his studio,’ but, if the 


State became proprietor of the house, of the studio, 


— ED 


of the large garden, of his different works, then it was, 
on condition, that «these pictures, as well as those 
which he might dispose of in favour of the Go- 
vernement, would remain invariably fixed on the 
walls of the studio, which would thus be a State 
Museum >. 

According to the plenipotentiary, Wiertz wished 
that his entire work should belong to the State under 
certain conditions. This he wrote to the Minister, 
the 29th of June 1865. 

The sole executor based the proposal on the 
conversations he had had with the painter before 
his death; but wishing to produce a decisive piece, 
he recalled the letter written to the Minister in 
1848 rough draught of which has been refound 
(see the fac-simile) and which M. Aug. Couvreur 
later made use of in his report, made in the name 
of the central section. This letter said: « [| 
have offered, it is true, a picture to the Govern- 
ment, my intention even is to offer all my works one 
day to it. 

It was only in May 1866 that the steps of 
the sole executor came to an end, and that the 


contract instituting the Wiertz Museum was signed. 
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I want to transcribe here art. 3 of this contract, 


referring to the placing of the works of Wiertz: 


« Toutes les ceuvres de M. Wiertz, y com- 
» pris les sept tableaux et les fresques ou peintures 
» mates appartenant a |’Etat, en vertu des conven- 
>» tions des 20 juillet 1851, le" septembre 1853 et 
» 6 février 1861, ainsi quil a été dit et reconnu ci- 
» dessus, et toutes celles que |’Etat pourrait recouvrer 
>» ou acquérir de ses deniers, resteront invariablement 
» fixées aux murs de l’atelier, qui deviendra ‘ainsi 
>» un Musée de |’Etat, dont l’accés sera permis au 
» public, sans que ces ceuvres puissent jamais étre - 


» dérobées, en tout ou en partie, a la vue du public. > 


«,.. All the works of Mr Wiertz, including 
the seven pictures and the frescoes or the « mat» 
pictures belonging to the State according to the 
conventions of the 20th July 1851, the Ist of 
September 1853, and the 6th of February 1861, 
as well as what he has said and recognised above, 
and all those which the State might buy, will remain 
invariably fixed on the walls of the studio, which 


will become thus a State Museum to which admit- 
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No 50. — « Factions judged by Christ » (Wiertz Museum, Brussels) 
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tance will be granted to the public, without these 
pictures being withdrawn, totally or partially from 
the sight of the public». 


Henceforward the dream of the painter of 
Dinant became a reality, his Museum was founded 


on an immutably firm basis!... 


An other of the painter's dreams has not, up to 
this moment, been realised. Wiertz would have been 
buried in the garden of his Museum, which he 
adored! 

The law opposed this, the steps taken at the 
death of the painter led to no result. The competent 
authorities would create no precedent. But one could 
however obtain from the Minister the declaration, 
that «if later a new legislation changed the one 
which now reigned, the Government might lend its 
hand to the accomplishment of the great artist's 
vow.» (1865). Even, the municipality of Ixelles, 
would regard the burial of Wiertz in its church- 


yard as provisional; it wrote likewise, in 1865: 
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« As soon as the remains of Mr Wiertz should be 
legally transported to his Museum or to his garden, 
the municipality of Ixelles will lend its hand to 
the accomplishment of the great artist’s vow. » 

When the old churchyard of Ixelles was eva- 
cuated, the remains of Antoine Wiertz had to be 
removed to the new cemetry. On that occasion, the 
director of the Wiertz Museum took steps to have 
Wiertz’s body interred in the garden of the Museum. 
These steps, as well as those of 1865 remained 
unrealized and the remains of the great painter were 
in all simplicity transferred to the new cemetry of 
Ixelles. 

They are still there. 

One of the painter's friends wrote on that 
point, after his various disappointments: «So it is to 
the new generation that the care of making Wiertz 
re-enter his Museum, will appertain >. 

To-day, after almost fifty years, is not the 
moment fit to take new steps? 

Will not the authorities concerned once more 
take in hand the arguments of one of Wiertz’s friends, 
who explained clearly in 1865 that, after all, Wiertz's 


vow was realizable? 


PRINCIPAL WORKS OF ANTHONY WIERTZ 
BRUSSELS. — Wiertz Museum. 


SUJETS ANTIQUES 


ANTIQUE SUBJECTS 


Numbers 
of Museum 
Classing. 


1 Les Grecs et les Troyens se disputant le corps de Patrocle. 

1 The Greeks and Trojan contending for the body of 
Patroclus. 

3 La Lutte homérique. 

3 The Homeric battle. 

4 Un Grand de la terre. 

4 One of the great ones of the earth. 

5 La Forge de Vulcain. 

5 The Forge of Vulcan. 

6 Baigneuses et Satyres. 

6 Female bathers and Satyres. 


SUJETS BIBLIQUES ET CHRETIENS 
BIBLICAL AND CHRISTIAN SUBJECTS 


8 La Révolte des enfers contre le ciel. 

8 The revolt of Hell against Heaven. 

9 Heureux Temps. 

9 Happy Times. 

11 L’Education de la Vierge. 
11 The Education of the Virgin. 

14 Le Phare du Golgotha. 

14 The Beacon of Golgotha, 

15 Le Christ au tombeau. — Satan. — Eve. 
15 The Entombment of Christ. — Satan. — Eve. 
16 Le Triomphe du Christ. 

16 The Triumph of Christ. 
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DRAMES ET SATIRES 
DRAMATIC AND SATIRIC PAINTINGS 


18 L’Enfant brilé. 

18 The burnt Child. 

19 L’Inhumation précipitée. 

19 Buried alive. 

20 La Liseuse de romans. 

20 The Romance Reader. 

21 Faim, folie, crime. 

21 Hunger, Maidness, Crime. 

22 Le Suicide. 

22 The Suicide. 

23 Pensées et visions d’une téte coupée. 
23 Thoughts and visions of a severed head. 
24 Les Orphelins. 

24 The Orphans. 

25 Le Lion de Waterloo. 

25 TheLion of Waterloo. 

26 Le Soufflet d’une dame belge. 

26 A Blow from the hand ofa Belgian lady. 
27 La Civilisation au XIXme siécle. 

27 Civilisation of the XIXth Century. 

28 Une Scéne de I’enfer. 

28 A Scene in Hell. 


TABLEAUX DE GENRE 
GENRE PICTURES 


29 Esmeralda. 
29 Esmeralda. 
30 Quasimodo. 
30 Quasimodo. 
31 Jeune fille a sa toilette. 
31 A Joung lady dressing. 
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32 L’Attente. 


_ 32 Expectation. 


33 Deux jeunes filles ou la belle Rosine. 


_ 33 Two Joung girls or the beautiful Rosine. 
34 Le Miroir du Diable. 


34 Old Nick’s Miror. 

36 La jeune Sorciére. 

36 The Joung Witch. 

37 Le Bouton de rose. 

37 The Rose bud. 

38 La Confidence. 

38 The Secret. 

39 Insatiabilité humaine. 

39 Human greed. 

40 La Fable des trois souhaits. 

40 The three Wishes-Fable. 

41 Plus philosophique qu’on ne pense. 
41 More philosophic than it seems. 
42 L’Embuscade. 

42 The Ambush. 

43 La Chair a canon. 

43 For cannon flesh, 


SUJETS PHILOSOPHIQUES 
PHILOSOPHICAL SUBJECTS 


50 Les Partis jugés par le Christ. 
50 Factions judged by Christ. 

51 Les Partis selon le Christ. 

51 Factions according to Christ. 
52 Le dernier Canon. 

52 The last Cannon. 

53 L’Orgueil. 

53 Pride. 
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54 Les Choses du présent devant les hommes de I’avenir. 
54 The things of the present before the men of the future. 
59 La Puissance humaine n’a point de limites. 

50 Human Power has no limit. 
56 Une Seconde aprés la mort. 
56 One second after death. 

57 On se retrouve au Ciel. 

57 We meet again in heaven. 


SUJETS DIVERS, PORTRAITS, ETC. 
MISCELLANEOUS, PORTRAITS 


73 Portrait de la mére du peintre. 
73 Wiertz’s Mother. 

75-76 Portraits de |’artiste. 
75-76 Portraits of the artist. 

80 Une Téte de mort. 

80 A Dead’s head. 

83 Scénes de Carnaval a Rome. 
83 Carnival at Rome. 

85 Mme Leetitia. 

85 Mme Loetitia. 

91 Une Téte coupée. 

91 A Severed head. 

112 Les Enfants aux papillons. 
112 Children with Butterflies. 


SCULPTURE 
STATURY 


Histoire de ’humanité en quatre époques : 
The history of humanity in four epochs : 
58 La Naissance des Passions. 
58 The Birth of the passions. 
59 La Lutte. 
59 Struggle. 
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60 Le Triomphe de la Lumiére, 

60 The triumph of Light. 

61 Perfection humaine (maquette). 

61 Human perfection (Clay model). 

Diverses esquisses, projets, maqueites, etc., etc. 
Different sketches, projects, clay models, etc., etc. 














BRUXELLES. — Eglise St-Joseph. 
La Fuite en Egypte. 
BRUSSELS. — Saint-Joseph’s Church. 
The flight for Egypt. 
IXELLES-BRUXELLES. — Musée d’lxelles. 
Portrait d’homme. 
IXELLES-BRussELs. — Museum of Ixelles. 
Man’s Portrait. 
TILBURG (BRABANT). — Eglise de Tilburg. 
Le Martyre de saint Denis. 
TILBURG (DUTCH BRABAND). — Church of Tilbury. 
The Martyr of saint Denis. 
DINANT. — Musée de Dinant. 


Diverses esquisses et dessins pour les tableaux du maitre. 
Portrait de artiste, dit « au chapeau ». 

Le pére de J’artiste, dessin, 1821. 

La Mére de I’artiste, dessin, 1821-1823 


DINANT. — Museum of Dinant, 


Different skechtes and drawings for the master’s pictures. 
Portrait of the artist called « With the hat ». 
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Artist’s Father, drawing, 1821. 
Artist’s Mother, drawing, 1821-1823. 


DINANT. — Egilise collégiale. 
Copie de la « Vierge a la chaise ». 
DINANT. -— Collegiate Church. 
Coppy of the picture « Virgin at the Chair ». 
LIEGE. — Musée. 


Les Grecs et les Troyens se disputant le corps de Patrocle. 
(ler tableau). 


LIEGE. — Museum. 


The Greekes and Trojans contending for the body of 
Patroclus (first scene). 


PARTICULAR COLLECTIONS 


Children’s portraits (group) belonging to M. L..., at Ixelles- 
Brussels. ot a 

Painter and his model belonging to M. Dr F. P. at Brussels. 

Joung girl putting rose’s bud in the hairs. Collection L., Saint- 
Gilles-Brussels. 

The Golden age, belonging to Mt. De B., at Roulers. 

Twenty one Joung ladies, Id. 

The four ages of human life, belonging to M. de G., at Dinant. 

Porirait of Mt Gilain-Disiére, at Dinant. 

Portrait of the Same, belonging to Mrs L. 

The wife worth the stranxhat (straw. L.) belonging to Mr D., 
at Dinant. 

The Child Jesus asleep. 

Joung girl at the window, belonging to Mr P., at Brussels 
(dead colored). 

Differents portraits, etc., etc. 
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